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Hence, if the problem be the discovery of a difference, 
we attribute no great cleverness lO the man who only 
distinguishes those objects, of which the difference is 
palpable, e.g. a pen and a carnel: and similarly it 
implies no very advanced faculty of comparison, when 
the objects compared, e.g. a beech and an oak, a temple 
and a church, are near akin. In the case of dlfference, 
in short, we Iike to' see identlty, and in the case of 
ldentlty we Uke to see dlfference. 
Georg Wilhelm Friedrlch Hegel (1770-1831) 1 
There are many men who apply themselves to doctrines 
and methodologles. Each believes he has reached the 
unsurpassed point. Where is what was considered the 
Way of the Universe in andent tlmes1 (would say that 
there are no doctrines and methodologies in which it 
does not existo 
Zhuang Zhou (ca. 369-286 BC)2 
1 Hegel's Logic. Trans. William Wallace (Oxford: Oxford UP, 1975) 171. 
2 lhuangzi jishi rtt=r.". (Beijing: Zhonghua, 1961) 4:1065. 
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Abstraer 
This is a study on the nature of narrative in light of a narratological 
theory inspired by a comparison of narratives in the West and the East, and 
which tries to reach a deeper understanding of narratives in their particular 
cultural milieus as well as the nature of narrative per se. The macroscopic 
structure which the subject itself demands gives coherence to the study of 
elements which do not solely belong to narrative texts but nevertheless are 
essential for a text to function as a narrative. The essentials under 
investigation are the narrator's perspective (which gives a narrative its 
internal structure), language (which both enables and affects the formation 
of narrative), and the notion of genre (which plays a crucial role in the 
interpretation of narrative). These elements were selected after a 
consideration of theorles postulated by Erich Auerbach, Northrop Frye, Fredrlc 
Jameson and Mikhail Bakhtin, as well as of the key properties of narrative as 
traditionally treated in Chinese scholarship on narrative. After the initial 
chapter, each chapter consists of a theoretical discussion on the main topic, 
followed by an analysis of a particular aspect of the subject as revealed in an 
American novel and in a Chinese novel. These subjects in elude the internal 
structure of narrative, fictionalization, the objectivity of language and the 
diversity of voices, the potentiality of language and the elosure of narrative, 
plot and the ordering of a narrative, and fragmentarity and the perceiving of 
a narrative. In theoretical discussions, the essay challenges theories proposed 
by Wayne Booth, Michel Foucault, Umberto Eco, Stanley Fish, Roman Jakobson, 
Jacques Derrida, Jonathan Culler and Tzvetan Todorov. The major texts 
discussed are Henry James's The Portrait of a Lady, Luo Guanzhong's Three 
IGngdoms, William Faulkner's Absalom. Absalom!. Cao Xueqin's Dream of the 
Red Chamber. Edgar Allan Poe's "Ligeia," and Liu E's The Travels of Laocan_ 
The central idea of the research is to question such assumptions as made by 
Anthony Burgess in his artiele on the novel in The Encyelopaedia Britannica 
(15th ed) that "novelists, being neither poets nor philosophers, rarely 
originate modes of thinking and expression." 
To my parents, 
George K. and Relen Cheng 
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Preface 
To tell a story is to answer a conundrum in or about life. However, as a 
subject of study, "story" itself remains an enigma. Few will challenge the 
assumption that narrative is a major universal form which any given culture 
uses to build its canon, but many will question the rationale of this 
universality. What are the elements essential to the reality of narrative? How 
do they function in shaping a narrative? These are the questions I try to 
answer in this dissertation. 
1 cannot, of course, examine all aspects of narrative. The subjects 1 will 
address are the nature of narrative, the narrator's perspective, Ianguage, and 
genre. Different critical agendas stress different aspects of the same issue. [ 
have chosen these four categories because 1 believe thal they are the loci on 
which one may integrate the narrative experiences of the West and the East 
while expIoring what cornprises the essence of narrative. 
The topie of this dissertation is admittedIy ambitious, as the subject of 
each chapter couId be the focus of a book-length study. What justifies the 
study's design is the fact that I cannot establish my point on any chapter's 
subject without referring to what 1 have to say about the other subjects. This 
essay actually is an explanation of the nature of narrative. In the fírst 
chapter, 1 try to establish sorne assumptions of what narrative is by examining 
the theories postulated by Erich Auerbach, Northrop Frye, Fredric Jameson 
and Mikhail Bakhtin in the West, and by discussing what traditionally were 
considered the key properties of narrative in Chinese literature. The 
subsequent chapters offer detaiIed discussions of three elements essential to 
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understanding the nature of narrative: the narrator's perspective, language 
and genre. My intention in tbese three chapters is to demonstrate that the 
narrator's perspective forms a narrative's internal structure; tbat language is 
the actualizing medium wbicb botb enables and affects the formation of 
narrative; and that the notion of genre plays a crucial role in the 
interpretation of narrative. While [ have not exhausted all the essentials of 
narrative, 1 do believe that tbe elements discussed in this essay are essential to 
understanding the nature of narrative, and that what is most essential to this 
understanding is tbe connections these elements bave to each otber. 
There are two assumptions 1 want to state at tbe onset, since they 
underlie my research methodology. One is the universality of narrative as a 
genre; the other is the particular ways in wbich the nature of narrative 
unfolds itself witbin different cultures. On the one band, lack of a full 
appreciation of the narratives in a particular literature hinders an 
understanding of narrative per se; on the other band, ignorance of narrative 
practices beyond the merits of a local poetics prevents one from developing a 
reasonably comprehensive or adequate narrative tbeory. Comparison is a way 
to cultivate a sense of the things that exist in narrative practice but have not 
attracted enough critical attention in either the West or the East. In this essay, 
when 1 contrast two literatures or connect a particular pbenomenon to a 
particular literature (such as the diversity of voices to literature of the 
phonetic-alphabet language and fictionalization to the Chinese novel), it does 
not mean that 1 am trying to erect an impenetrable wall between these two 
types of narrative. What 1 intend to prove is that the development of narrative 
in a particular culture has its own peculiar pattern, and that sorne of its 
attempts in this dissertation is to bring sorne order to the scattered rneditations 
and observations found in Chinese theories of narrative. 1 do so by offering a 
comparative approach, rather than a historical survey or a structured 
summary. In this study, comparison is not used to extract certain commonalties 
of similar phenornena in different literatures. Instead, it is used as a 
conceptual framework in an attempt to prove that the effort to reach the 
nature of narrative in a scope beyond the bounds of any single national 
literature is indispensable for a deeper understanding of narrative per se in a 
particular literature. 
This essay is intended for the Western reader. After the mitial chapter, 
each of the following chapters is cornprised of three sections: a theoretical 
discussion on the main topic, an analysis of a particular aspect of the subject 
revealed as in an American novel, and as shown in a Chinese novel. The 
novels 1 have chosen are aU well-known. While discussing over-discussed 
works poses sorne risks, 1 accept this challenge in the hope that the way T 
approach the nature of narrative sheds new light on the interpretation of 
these individual works. 
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1. The Nature of Narrative: West and East 
Narrative as the Object of Study: the Western Perspective 
To single out narrative per se as an object of literary study is to attempt 
to reformulate the structure of literary theory. We know that a great portion 
of literature is comprised of narrative. While we once assumed that literary 
theory should be able to explain the nature of narrative just as it explains 
literature in general, this assumption has been challenged since the 1970s. 
There is something missing from the picture if we insist on seeing narrative 
just as we see other elements of literature. "The fact that narrative is so 
universal, so 'natural,''' J. Hillis Miller once observed, "may hide what is 
strange and problematic about it" (67). If we have difficulty explaining the 
nature of narrative, quite likely part of the reason is the lack of a proper 
analytical approach. 
To start by describing the characteristics of literature in general, or 
that of a particular genre, is more a matter of principIe than procedure. 
Narrative is a mode of thought and expression. It does not confine itself 
exc1usively to literature.Part of literature is comprised of narrative. But only 
part of narrative is comprised of literature. Conceptual1y, in order to 
understand the nature of narrative, to view literary narrative as a particular 
aspect of narrative offers a better perspective than regarding it as a pan of 
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literature. Attesting to this logic, critics increasingly come to consider the 
novel to be the most accomplished form of narrative rather than a particular 
literary form of expression. 
The focus on narrative is not merelyan effort to chart a new territory, a 
territory which may inelude other types of narrative besides the novel. Yet 
the novel is the form in which narrative has fully revealed its possibilities. 
Novels rightly hold the center of critical attention when exploring the nature 
and functions of narrative. The difference between viewing the novel as part 
of narrative and viewing it as part of literature is the perspective from which 
the novel has been studied. Recently the term "narrative" has increasingly 
secured its position in critics' vocabularies. Trus is not merely a matter of 
terminology. To begin with, to say that "this work is a narrative" is to 
emphasis its narrativity. It challenges tbe conventional way of interpreting a 
novel in accordance with certain general assumptions supposedly shared by 
various literary genres. It is difficult to judge whetber for a novel being a 
narrative precedes being a work of literature or vice versa. However, it is not 
difficult to detect the difference caused by the shift of focus. 1 
1 In The Nature of Narrative Robert Scholes and Robert Kellogg claim. "the 
greatest obstacle to an understanding of narrative literature in our day is tbe 
way notions of value have dustered around tbe word 'novel' itself"; "in tbe 
middle of the twentieth century, our view of narrative literature is almost 
hopetessly novel-centered" (8). The de-emphasis on the novel in their work is 
associated with an effort to trace narrativity tbrough a rustorical survey of 
various types of narrative. However, the study of narrative, it seems to me, 
couId not and shouId Dot keep itself away from the novel, since the novel is a 
mature form, if not the mature form, of narrative. Like most scholars working 
in this area, in this essay, 1 will mostly use DovelS as examples of narrative. 
But the emphasis wiU be on narrativity instead of the so-daimed literariness 
of these works. 
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Methodologically, the empbasis on narrativity is rneant to undo the grip 
of the conventional categorization. Conventionally, the study of the novel is 
strongly linked to two tendencies. On the one band, sorne critics regard the 
novel as a supposedly well-developed rnanifestation of a larger theoretical 
scherne, such as a particular ideological doctrine, a theory of realism, 
psychoanalysis, structuralisrn or reception criticismo On the other band, as 
one literary genre, the novel is considered a representation which reflects 
general aesthetic and literary principIes requiring only local modifications. 
And these aesthetic and literary principIes, by and large, are based on 
speculations on poetic practices, since unlike poetry, the novel was not a 
solidly established literary genre before the eighteenth century 
Categorization is a way to integrate a newly-perceived phenomenon into 
the lore of critical wisdom. However, it finalizes our knowledge of the 
phenomenon within a pre-conceived system, and thus blocks funher 
introspective explanations that demand a broader perspective. For instan ce, 
Rene Wellek, while a great literary critic and historian, sets up an agenda in A 
History of Modem Criticism, which can hardly supply a place for what E. M. 
Forster proposes in Aspects of the Novel. In Wellek's opinion, Forster's Aspects 
of the Novel is essentially a disappointing work, as he considers the novel a 
self-enclosed work of art (87). Forster believes that as a work of art, the novel 
should be studied as a "self-contained entity, with a life of its own imposed on it 
by its creator" (84). This art-for-art's-sake postulate is part of what Wellek 
intends to criticize. Of course Wellek has his reasons, as there is no single 
novel that in some manner doesn't perform social and political functions. 
Nevertheless, instead of questioning what functions a novel performs, if we 
rather ask ourselves how a novel performs these functions, we may concur 
with Forster and pay attention to a nove!'s internal order and external form as 
well as its social and political intentions. 
A crucial step in retbinking narrative is changing the investigatory 
perspective. In this essay 1 shall focus on the elements that are indispensable 
for a text to function as a narrative. For it seems to me that if we don't know 
the properties that make narrative uniq ue, it is difficult to understand how a 
text establishes and maintains its social and political relationship as a 
novelistic narrative, but not, for instance, as a poem. 
Following this procedure, the very first question inevitably 
encountered is: What is narrative? 
Narrative is a story delineated by a narrator. 
A subtle difference between definitions we may fmd in dictionaries and 
this defmition is the emphasis 1 place on the narrator. The American Heritage 
Dictionary , for instance, defines narrative as "a narrated account; story"; the 
Oxford American Dictionary. likewise, describes narrative as "a spoken or 
written account of something." These defmitions, it seems to me, convey at 
least two misleading implications by not mentioning the narrator. First, both 
create an impression that a narrative is an piece of work which could be 
detached from the narrator; whe¡-eas in fact the narrator is always contained 
within the narrative. Secondly,"a narrated account" is a somewhat ambiguous 
statement, for the account could be narrated by either the author or the 
narrator, whereas the conceptual difference between the author and the 
narrator is a crucial point in understanding the nature of narrative. 1 believe 
that the narrator should be an intrinsic component of the concept of 
narrative. Even in a narrative where the narrator doesn't appear explicitly, 
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conceptual1y the narrator is always a restorable entity. This conceptual 
enclosure of the narrator is essential, for the appearance of the narrator 
implies the relationship of the narrator to the story and to the author. 
Now, let us examine sorne major works on narrative in order to define 
the concept of narrative more fully. The works discussed are Erich Auerbach's 
Mimesis, Northrop Frye's Anatomy of Criticism, Fredric Jameson's The Political 
Unconscious, and Mikhail Bakhtin's Art and Answerability, The Dialogic 
Imagination. Dostoevsky's Poetics and Speech Genres. The choice of these 
works is not as arbitrary as it may appear. Auerbach and Frye's works are two 
of the most influential treatises on narrative and represent the two primary 
trends of Western literary criticism initiated by Aristotle and Plato 
respectively. Jameson's work is consequential in its own way, as ir explores 
one of the most significanr correspondences between narrative and reality: 
the relation of narrative to the political dimensions of ideology. Bakhtin's 
discussion of the rationale of narrative (the novel) is included because I 
believe it is one of the rnost enlighrening srudies of the narure of narrarive. 
In the following discussion, there are four conceprs ro which I wiIl pay 
particular atrenrion: the narraror, genre, the rexr and the diversity of voices. 
These are cornerstones of the theoretical paradigm I attempt to present in this 
essay. These four concepts are either the strong points of sorne argurnents 
presented in the above-mentioned works, or such essential issues thar the lack 
of their consideration exposes the weakness of the argumento Ir seems to me 
rhar a paradigm based on rhese concepts rnay enable us ro deal wirh related 
issues in a differenr lighr from rhe theories we are discussing here. 
Erich Auerbach's Mimesis is certainly a cIassic arnong the works thar 
analyze the narure of narrative. Although ir considers lirerarure in the Wesr 
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in general instead of focusing on narrative as the sole object of study, the texts 
Auerbach discusses are mainly narratives. These include Homer's Odyssey. 
Cervantes's Don Quixote, Flaubert's Madarne Bovcuy and Virginia Woolfs To the 
Lighthouse. While explaining the patterns that connect these works, 
Auerbach insists that there has been an evolutionary development in the 
history of Westem literature. The goal of this development is to represent 
reality in its full dimension, which in Auerbach's opinion, reaches its apogee 
in Stendhal and Balzac. There are two reasons for this assertion. First, these 
two authors "took random individual s from daily life in their dependence upon 
current historical circumstances and made them the subjects of serious, 
problematic, and even tragic representation"; and second, "they broke with 
the classical rule of distinct levels of style" (554). There are also two 
consequences to these achievements. First, "they (Stendhal and Balzac) thus 
completed a development which had long been in preparation"; and secondly, 
cethey opened the way for modero realism, which has ever since developed in 
increasingly rich forms, in keeping with the constantly changing and 
expanding reality of modero life" (lbid.). 
For Auerbach literature is a means by which human beings obtain and 
sustain the knowledge of reality through representation. Since literary 
representation is not as direct as the reflection we see in a mirror, there is 
naturally a problem about the medium that may either reinforce or distort the 
representation. For Auerbach stylization is a medium in literature that is 
indispensable but may distort our vision of reality, as stylization is not isolated 
from the social and intellectual milieu in which it emerges. Moreover, the 
formation of a particular style is prompted by the author's urge to represent 
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reality more truthfulIy. Cervantes created his own style because he found that 
"the phenomena of reality had come to be difficult to survey and no longer 
possible to arrange in an unambiguous and traditional manner" (358). 
Flaubert invented a new style to transform his realization of reality beca use he 
needed an omniscient viewpoint to grasp the fragments of reality in the way 
that God sees them (357). An underlying assumption in Mimesis is that the 
development of realism is also a progression through which the styUstic 
opaqueness of antiquity has gradual1y been transformed into the 
transparency of the nineteenth-century realismo However, if we look into this 
argument more closely, we fmd that the concept of stylization itself brings 
this assumption into question. 
Sty1ization is a rhetorical bravura that seeks a compromise between the 
pattern of reality and the inherited style. Since it circumscribes the scope of 
reality, styUzation interweaves itself into the reality being represented. In 
medieval literature the solemn and circumstantial style accornmodates the 
effort to represent a stable, class-determined order of life. In the Renaissance, 
Rabelais's exaggerations, for example, provide him with a scaffold for 
presenting ordinary reality, such as that in coarse jokes and obscene stories, 
along with enlightened moral and philosophical implications. Therefore, the 
analysis of stylization projects a screen onto which we may view the 
relationship between two elementary factors: one is the author, the other is 
reality. However, in the case of narrative, if we look into the author's part 
more closely, we may find that there an aspect lying deeper than the issue 
covered by the concept of stylization. Although the author is supposed to be 
the subject representing reality, in the case of the novel the author never 
directly gives us his or her own version of reality. The one who gives the 
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account of happenings matter-of-factly is the narrator. The narrator is the 
author's creation, but there is always a distance between the narrator and the 
author. When we say that a novel is a work of imagination, the 
imaginativeness mainly consists of the distance between the author (who 
actualizes the perceptions of reality through the the antennae of the 
narrator's senses) and the narrator (who renders the story in a manner that 
implies all these have rea1ly happened). 
Literature is an imaginative, creative arto It formulates ways to 
represent reality as thoroughly as possible; it also adds a dimension to the 
reality it represents. The tension between the reality the author is living with 
and the reality the narrator is telling carves a space through narrative. This 
created space enables the narrative to act upon the reader's imagination more 
vigorously. When historians compose narratives, they normal1y identify 
themselves with the narrators, in order to verify the truthfulness of the 
narrated events; in literature, authors purposefully play with the distance 
separating the author and the narrator, in order to carry the meaning beyond 
the mere representation of reality. One of the advantages narrative has in 
playing with this distance is the capacity to convey diverse voices within a 
single texto As Auerbach observes while discussing one of the European 
traditions in literary representation, authors have to deal with the background 
quality and multiplicity of meanings, besides dealing with the fully 
externalized description and uniform illumination (23). It appears to me that 
the "multi1ayeredness of the human problern" is the rationale for the 
development of narrative. In other words, narrative distinguishes itself from 
other representational verbal expressions because it accornrnodates the ever-
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increasing awareness that a single voice, an isolated theme or discursive 
thought has gradually lost the power to handle the depths of human 
experience. 
Although narrative has its representational function, representing 
reality is not its only function. There is a conceptual difference between 
narrative and representation. The concept of representation implicitly 
assumes that an unbiased observer is at least theoretically possible. Thus, 
there could be a uniform version of reality. In each historical epoch, the most 
approximate form of this version is offered by certain authors, such as 
Stendhal and Balzac in the late nineteenth century. These authors' personal 
attitudes and viewpoints have their merits in that they facilitate the effort to 
overcome the limitations set up by particular social and psychological 
conditions which impede achieving objective reality. In contrast, as one of its 
constituents the concept of narrative assumes a personal attitude or viewpoint 
which is sustained because of the narrator's existence. Along with narrated 
events, a narrative always contains a peculiar viewpoint to help the reader 
absorb the events. Since in society different persons always have different 
interests related to the same event, it is impossible to produce a scientific 
version of reality as long as the representation is made by a human being. The 
concept of narrative acknowledges that every representation of reality must 
be a biased one. Unlike the concept of representation that promotes the 
transparency of the subjective element, the concept of narrative maintains 
the subjective element as a positive power by which one may not only obtain 
the knowledge of reality but also Ieam the way to manage the experience of 
reality. 
In Mimesis, the approach that identifies the narrator with the author 
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runs into difficulty when Auerbach interprets sorne major novels of the 
twentieth-century. In the chapter on Virginia Woolfs To the Ughthouse, he 
strenuously endeavors to dissolve the bewildennent caused by the distance 
between the narrator and the author, concluding that, in tbis novel, "the 
writer as narrator of objective facts has almost completely vanished" (534). 
Instead of giving the objective information she possesses, the author adapts a 
"technique" which Auerbach names the "multiple reflection of 
consciousness." It is "the design of a close approach to objective reality by 
means of numerous subjective impressions received by various individuals 
[and at various times]" (536). Auerbach observes this method is also employed 
in Proust's Rernembrance of Things Past and in Joyce's Ulysses. Auerbach 
feels that this rnethod bOth accommodates the need to represent the unstable 
reality of recent decades and challenges the reader's capacity of 
interpretation (546), while it also reflects that authors of novels feel confused 
and helpless in tbis changing world and express their hostility toward the 
reality they are representing (SS 1). Besides the issues Auerbach points out, 
there still seems to be sorne room for further discussion of this matter. 
In Virgnia Woolfs work, showing the characters' inner consciousness 
still confirms to traditional representation. In her eyes, people's inner 
consciousness is as much a part of reality as exterior events. Although no 
author ever assumes the authority to reveal a character's thinking as he or 
she perceives things operating in the outside world, in a text like To the 
Lighthouse we can still conceive of a narrator who has the power to observe 
characters' mental activities. These activities are part of the world which the 
author is trying to represent objectively. However, since the focus of 
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narration in this type of novel has shifted from exterior occurrences to inner 
experiences, as Auerbach observes, "the exterior events have actually lost 
their hegemony, they serve to release and interpret inner events" (538). In 
other words, there can be different versions of the same event as seen through 
the eyes of different characters. Whether or not this has been done 
purposefully, the method of "multiple reflection of consciousness" has 
actually opened a narrative possibility. Just as characters in a novel always 
have mutually contradictory reflections while viewing the same outside world, 
in the real world it is impossible for anyone to obtain a god-like objectivity 
about actual events. In this view, why should an author have the privilege to 
formulate an indisputably objective version of the world? After Woolf, some 
writers like William Faulkner pushed the development of the novel even 
further by exploring the potentiality of narrative. Instead of relying on 
multiple consciousness of characters, in Absalom. Absalom! Faulkner relies on 
the differentiation between the aUthor and the narrator, and employs multiple 
narrators, in order to reinforce the awareness that the universally applicable 
version of the factual reality is only a fiction of theoretical reasoning. 
The tenets presented by Northrop Frye in Anatomy of Criticism are 
theoretically opposed to those in Auerbach's Mimesis. Frye states explicitly 
that he dislikes the "inept term" of realism (140). He observes that "in 
literature the standards of outward meaning are secondary" (74), and that "one 
of the most familiar and important features of literature is the absence of a 
controlling aim of descriptive accuracy" (75). If Auerbach's emphasis on 
representation follows the tradition of "mimesis" proposed by Aristotle, the 
scheme Frye intends to set forth is framed within the larger picture combined 
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in Plato's treatment of poetry in Phaedrus. Syrnposiurn, Republic (at the end) 
and Cratylus (65). For Frye, the essence of literature is not its allegiance to 
reality but is fictionality. In Anatorny of Criticisrn Frye declares that his 
intention is to provide a conceptual frarnework for literary criticisrn as its new 
ground. Tbis framework is cornmonly called archetypal. 
Frye considers literature to be a Ianguage. Like rnathematics, it is "a 
language [that] in itself represents no truth, though it rnay provide the rneans 
for expressing any number of thern" (354). Also like rnathematics, it rnaintains 
that certain preconceived categories, such as "poern" and "epic," are key 
concepts to regulate the readers imagination. A reader sees a composition as a 
poem or a novel mainly because he or she already has the concepts of poem 
and novel in mind. In Frye's opinion, these concepts are established by the 
tradition of Christian literature and by literary classics, and are bolstered by 
social conventions. Every literary work is intended to reinforce the 
conceptual power carried by the notion of literature. Thus, "the real 
difference between the original and the irnitative poet is simply that the 
forrner is more profoundly imitative" (97). 
Fostered by the Christian tradition and literary c1assics, for Frye myth 
has created an image of the universal man's general mentality. The fictional 
hero thus turns out to be the central figure wbich constitutes the essence of 
literature. The fictionality ernbodied by the hero is the ground on which Frye 
builds bis system of c1assification among myth, romance, the low and high 
mimetic modes, and the ironic mode (33-34). Frye observes that there are two 
poles in literature. One is the tendency to start with facts and pursue 
descriptive accuracy. The other tendency starts with legendary and mythical 
characters, and "only gradually becomes attracted toward a tendency to teH a 
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plausible or credible story" (51). A literary work is a compromise between 
these two polar tendencies. Therefore, Frye employs "hypothetical" instead of 
"imaginative" to defme the meaning of a literary work (74). In other words, 
literary meaning not only relies on the description of the outside world, 
whether it be a factual or imaginative version, but also partakes of 
preconceived notions about reality, in both the mind of the author and the 
mind of the reader. In Frye's own words, "what we have now is a conception 
of literature as a body of hypothetical creations which is not necessarily 
involved in the worlds of truth and fact, nor necessarily withdrawn from 
them, bur which may enter into any kind of relationship to them, ranging 
from rhe most to the Ieast explicit" (92-93). 
Frye believes that literature is one of the means by which we positively 
participate in the world and that the major function of a literary work stems 
from its form rather than its contento He declares that "literature is a 
specialized form of Ianguage" (74), and that "the true father or shaping spirit 
of the poem is the form of the poem itseIf, and this form is a manifestation of 
the universal spirit of poetry" (98). Form is the heart of literature. Although 
literature certainly has its content, such as lite, reality, experience, nature, 
imaginative truth, social conditions, "literature itself is not made out of these 
things" (97). Literature shapes itseIf through its inherited forms. In this 
sense, every piece of poetry is a center of the literary universe, since ir 
assumes the form that gives literature its life. "One step further, and the poem 
appears as a microcosm of all literature, an individual manifestation of the 
total order ofwords" (121). Forms embody the deveIopment of civilization and 
enabIe peopIe to liberate themselves from nature (lOS). Fyre tells us that the 
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airn of Anatomy is thus "to give a rational account of sorne of the structural 
principIes of Western literature in the context of its Classical and Christian 
heritage" (133). 
Frye points out that with every reading experience we simultaneously 
appropriate two modes of understanding. On the one hand, our attention is 
drawn to an outward or centrifugal direction, in which we keep looking for 
the meaning symbolized by language signs. On the other hand, our 
concentration on verbal patterns is also drawn to an inward or centripetal 
direction, in which we keep looking for the messages embedded in the verbal 
patterns themselves. What decides the nature of a particular piece of writing 
is the "final" direction of its verbal structure: "In all literary verbal 
structures the final direction of meaning is inward." In other words, in 
literature the referential reality has no primary significance. "In literature, 
questions of fact or truth are subordinated to the primary literary aim of 
producing a structure of words for its own sake." The "autonomous verbal 
structure" is the exclusive standard by which we ;udge whether or not a piece 
of writing is a work of literature (i3-i4). In each mode of literature, the 
autonomous verbal structures are characterized as certain formal features. 
The notion of genre is based on these classifications of form (95). Genre is a 
concept related to specific kinds of verbal structures (246). Therefore, form is 
the internal basis of literature, and studying genre is the only way to place an 
individual work in the body of literature as a whole. 
Frye's archetypal theory is closely related to his emphatic conclusion 
about the function of literary forms. Archetype is a symbolic image which 
bears a certain conventionalized meaning and "thereby helps to unify and 
integrate our literary experience" (99). It is a result of "the process of making 
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a human form out of nature," and is "usually a natural object with a human 
meaning" (112-13). It is typical because of its recurrence. With the concept of 
archetype Frye envisions an integration between the human experience of 
social facts and the formal mode of this expression. However, since normalIy 
the symbolic meaning of an archetype is conventionally FIXed, in the process 
of communication the archetypal images eventually transform themselves 
into certain forms of common experiences in a shared civilization. Authors 
reIy on archetypes to organize intended messages in perceptible forms. In 
Frye's own words, "the archetypal view of literature shows us literature as a 
total form and literary experience as a part of the continuum of life, in which 
one of the poet's functions is to visualize the goal s of human work" (115). 
Frye's specuIation about narrative supports his ruminations on the 
nature of literature. For Frye, in our lives we inevitably encounter three 
worIds: the natural, human and spiritual worlds, with the human world 
standing between the other two. The controlling pattern that ontological1y 
connects these three worlds into a unified entity is fundamental form of 
process shared by all three. It is "the rhythm of process,' "the cyclicaI 
movement," "the alternation of success and decline, effort and repose, life and 
death" (158). The human worId reflects its dual connection to both the 
spiritual and the animal worlds in its cyclical rhythms (159). Narrative is a 
way to imitate this rhythmical movement. 
Frye writes, "the word narrative or mythos conveys the sense of 
movement caught by the ear" (77). It is a concept which contrasts to that of 
meaning, as "narrative invoIves movement from one structure to another" 
(158). <CA poem's narrative is its rhythm or movement of words" (78). There 
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are two implications in the notion of movement involved in narrative. First, 
"in the literal phase, narrative is a flow of significant sounds" (104). Second, 
narrative is grarnmar, the syntax which properly orders words (244). Whether 
it be a string of sounds or grammar, narrative has to combine with meaning or 
logic (the art of producing meaning) in order to carry out its cornmunicative 
function. 
Frye relies on ritual to accentuate the significance of narrative. 
"Narrative, n he states, "is studied by the archetypal critic as ritual or imitation 
of human action as a whoLe, and not simply as mimesis praxeos or imitation of 
an action" (lOS, the author's italics). In other words, narrative represents 
the human worLd through its rhythmical form which crystallizes the 
significance of individual actions, instead of the individual actions themselves. 
It is therefore a "recurrent act of symboLic communication: in other words a 
ritual" (ibid.). And ritual is "a half-involuntary imitation of organic rhythms 
or processes" (344). In short, in Frye's theory narrative is a communicative 
form that via human imitation connects to the rhythmical movement of the 
universal chain, and facilitates the act of conveying in tended meaning by the 
sympathy of the natural impulse. 
Therefore, it is obvious that genre occupies a central position in Frye's 
Anatomy, and his discussion of genre has indeed inspired many criticaI 
discussions. Yet if we pursue this Une of inquiry into the nature of narrative, 
we may find sorne issues related to the notion of genre which are still begging 
for further elaboration. 
As Frye points out, a verbal structure enters into the body of Literature 
by securing a specific position in the extant generic system. Genre gives 
Literature the formative power with which to hold its own territory. Over 
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generations, each genre and its particular formal characteristics have 
acquired a particular accent. To adopt a particular generic form is to organize 
one's experience in a peculiar and purposeful way. In this sense, form itself is 
able to convey the author's attitude and intention to the reader. Since it is 
genre that differentiates literary works from other "verbal structures, n ir 
requires no special effort to conclude that literature is genre-fenced rather 
than language-fenced. However, in this regard, Fry contradicts his own 
notion of genre: he defines narrative as "a flow of significant sounds" (104), 
and this defIDition is obviously modeled on a linguistic rather than a generic 
level. 
Narrative has its own generic characteristics, such as plotting, 
characterization and point of view. However, these characteristics are derived 
from the very deflOition mentioned above--that narrative is a story toId by a 
narrator. The existence of the narrator establishes a center to which aH 
narrations are attached. In other words, the sensation, perception, 
imagination and thinking of the narrator circumscribes a space that enables 
the reader's faculties to function on the perceptive ground. Unlike a scientific 
essay, in a narrative the relation of the narrator to the narration draws a line 
that separa tes the sensory process of conceiving from the tendency towards 
abstract reasoning. The movements among conceivable levels in perceiving a 
narrative may indeed have a peculiar yet universal rhythm, but it is obvious 
that a sense of the rhythmical movement is too general to be a distinctive 
feature in describing major narrative effects. 
The generic features of narrative encompass the vivid description of 
facts, episodes and events. Not merely a vehicle of communication, a narrative 
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also has a formative function. As a creative artüact, it enables the author to 
shape his or her understanding of the world in a way that otherwise would not 
be possible. The thriving production of short stories, novellas and novel s since 
the eighteenth century is an example. The narratives embodied in myths, 
fables and folktales are also an example. Both of them question the assumption 
which views the emergence of narrative as evidence of the lack of reasoning 
power. Instead of merely seeking recurrent pattems, in narratives readers 
are willing to broaden their personal experiences. They have a two-fold 
purpose: to obtain a new perspective on the world as well as to acquaint 
themselves with the knowledge of the world from the narrative's projected 
perspective. In both creative and receptive situations, to maintain the 
narration's multidimensional scope offers an indispensable way to sustain a 
subtle and complex understanding of the world. Given the relationship of the 
narrator to the narration, the genre of narrative not only demands detailed 
representations of facts, events and episodes, but also offers a possibility to 
envision a unique viewpoint by which to represent them. 
Genre both gives an individual work a textual closure and breaks the 
isolation of the work by associating it with other works of the same generic 
kind. Whenever we are confronted with a work in the narrative genre, we 
may discern that there are always at least two layers of movement, one is that 
between the narrator and the narration and the other between the author and 
the narrator. Because narrators detach themselves from authors and follow 
the logic of a fictionalized world, in a narrative, the way in which the generic 
intention is carried out in a narrative constitutes a challenge to the logic of 
the daily lives shared by the reader and the author. We laugh at Don Quixote 
even though we know how unlikely it is that a person will actually fight a 
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windmill. By the same token, the reader is expected to conceive a dialectical 
movement between the narrator and the author in order to comprehend the 
narrative accents such as irony, romance, humor, satire or realismo Frye 
maintains that in written narratives the narrator is normally identieal to the 
author. When a writer like Conrad, for instanee, employs a narrator to help 
him tell his story, "the genre of the written word is being assimilated to that of 
the spoken one" (247). It seems to me that this judgment is debatable. 
Frye insists that what distinguishes a verbal literary structure from 
other verbal struetures is its autonomy, for literature subordinates the 
question of faet or truth to the aim of "producing a strueture of words for its 
own sake." The vitality of this autonomous strueture líes in i ts 
"interconnected motifs" (74). Yet, as showed in the aboye analysis, it is genre 
rather than the linguistic self-referential tendeney ,that retains the 
conventional power to make literature an autonomous entity distinguished 
from other parts of our living world. The coneept of "verbal structure" is 
related to verbalization, in other words, a verbal struct\~re is the result of the 
sentence-making process. In contrast, the concept of genre is related to 
textualization; genre functions on the level of the text as a whole. The process 
of textualization retains various reIationship within the linguistic enclosure, 
such as the relationships of the text to the referential reality, to the authorial 
intention, to the interpretive potentiality, and to other relevant texts. 
When we talk about literature, first of aH, we talk about literary texts. 
However, texts are not literature in and of itseIf. Uterature is a physically 
invisible world but a man-made reality. As Frye remarks, "a book, like a 
keyboard, is a mechanical device for bringing an entire artistic structure 
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under the interpretive control of a single person" (248). Each reader has to 
rebuild the world creatively. Just as a pianist has to know the rules of music to 
produce a piece of genuine piano music, a reader has to acquire sorne 
knowledge of the related genre to unfold the world hidden behind the texto 
Genre defInes a space which the reader shares with the author. In Frye's own 
words, "the genre is determined by the conditions established between the poet 
and his public" (247). Genre is a system of meaningful classillcation and has a 
long history to support genre-bound implications. The generic features 
carried by each text have a practical impact on the reader's imagination. 
motivating the interrelationship with certain entrenched ideas. These convey 
a tacit contract which both the author and the reader agree to follow. We 
expect to see undeserved affliction and to experience the katharsis of pity and 
fear while reading a Greek tragedy. Likewise, we are apt to interpret a poetic 
work as an individual emotion expressed by a single poet when we know it is a 
Iyric. Moreover, genre embodies certain perspectives by which people 
speculate about the living world. The epic genre embodies the beliefs that 
there is a supernatural force which predetermines the course of human 
history and that there must be always a hero capable of saving the poor and 
the afflicted. A eulogy conveys a positive attitude toward virtuous 
achievement. An epitaph expresses the will to keep a historical relationship ro 
a deceased persone A confession assumes that the person who reveals hidden 
guilt can thereby purify his or her soul. In the case of narrative, the genre 
itself prepares the reader to perceive the multiple layers of meanings, 
conflicts of interests, diverse modes of rhetoric, and personal attitudes 
conveyed in the narration. Therefore, although genre is a property that a text 
formally bears, it is also related to the content of the text and the expectation 
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which the author and the reader have of the particular genre. In this sense, 
when studying narrative as a genre we should be more cautious if limiting 
ourselves exdusively to its formal aspects of texts. We are going to discuss this 
further in chapter four. 
The third work discussed is Fredric Jameson's The Political Unconscious. 
Narrative as a Socially Symbolic Act. In this work, Jameson tries to put the 
problematics of narrative in a new light. Jameson maintains that when we 
look into narrative, "realism" is a theoretical approach whose inadequacy has 
been exposed by the achievements demonstrated in the masterpieces of the 
novelistic genre. The function of narrative goes beyond limits set up by the 
notion of representation. Practically, even Erich Auerbach's Mimesis attempts 
to produce a concept of literary works rather than to reproduce the 
represented objects (11-12). Besides the problem of representatíon, Jameson 
suggests, when considering the process of narrative, we should take account of 
the problem of presentaríon (13). 
Claiming that he is indebted to Northrop Frye because working in the 
framework Frye pioneered in narrative analysis (12), Jameson yet 
distinguishes himself from Frye on two fundamental counts. First, unlike Frye 
who seeks the continuous law through the natural, human and spiritual 
worlds, for Jameson social relationships are the factors that distinguishes the 
human world from other parts of the world. He politicizes aH social 
occurrences and considers narrative a channel that provides the polítical 
unconscious with an outlet. Secondly, Jameson shifts the focus from literary 
works to the interpretation of literary texts, saying, "our object of study is less 
the text itself than the interpretation through which we attempt to confront 
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and to appropriate it" (9-10). 
jameson declares that his theory is a historical approach, for history, in 
his opinion, is the ultimate foundation for every aspect of society. jameson 
tells us that according to the Marxist viewpoint which he assumes, history is a 
totality made up of an array of modes of production. As the ultima te cause, 
history needs no reference for its own existence. Nevertheless, as a totality, it 
cannot be conceived directly. History is a structure that blocks off sorne 
historical possibilities while opening up others. In this sense, it is an "absent 
cause," since history itself is behind what has been actualized. The whole 
range of history is simply not attainable through representation. Besides, the 
mode of production is a synchronic system of social relations. As a set of 
relationships, "it is nowhere empirically present as an element, it is not a part 
of the whole or one of the levels" (36). Given these reasons, there is no room 
for the approach of representation in historicism. 
jameson states that history itself is not a text, but texts present the 
exclusive access to history (95). Only through narrative text can history can 
be approached. The process of historicization encompasses both the object and 
the subject. On the one hand, narrative partially textualizes historical content; 
on the other hand, interpretation appropriates historical consciousness and 
enmeshes it into our experience of the presento In this sense, narrative is a 
socially symbolic act and interpretation is the central part of historicization. 
Interpretation is rewriting. Every interpretation adds a new layer to the 
extant texto Thus, history appears in the form of narration and narration is a 
process of interpretation. Jameson thus disagrees with Frye regarding both 
the content and the form of literature. Of the issues Frye raises, there are two 
concepts to which Jameson has paid particular attention--one is desire, the 
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other is genre. 
While discussing Frye's thoughts on romance, Jameson observes that 
Frye's thinking is mistaken because it confines itself to the notion of "nature" 
and fails to comprehend the implication of "a very peculiar and specialized 
social and historical phenomenon" (112). This cornment exemplifies the 
general opinion in which he regards the nature of Frye's theory. Based on 
this disagreement, he introduces the concept of desire and endeavors to 
redefme and adapt it as a pillar of his own theoretical system. 
Frye categorizes desire as a part of the content of literature. For Frye 
desire is an inborn thrust that pushes people to pursue better lives. Desire is 
also the primitive impulse of literary creation and is behind the "cyclical 
rhythms." In Frye's theory desire is not socially conditioned, rather it implies 
a utopian scheme and involves the restless ultimate energy that irnpels people 
restlessly to reach a higher leve! of social improvement. However, desire has 
no significant characteristics which differentiate from the genesis of 
vegetable and animal evolution. In this sense, Jameson observes that "desire is 
always outside of time, outside of narrative: it has no content, it is always the 
same in its cyclical moments of emergence" (68). 
Jarneson also considers desire the dynarnics of literary movernent. He 
needs a dynamic force to initiate his whole system, for in his system historical 
facts are merely inert data. Jarneson refuses to interpret history teleologically. 
He defmes the dynamics of his system as "utopian desire," "utopian fantasy" or 
"utopian impulse." Sometimes, in alliance with Freud, he names it "utopian 
libidinal investment" (157). Based on bis Marxist doctrine, Jameson maintains 
that in all societies utopian desire generally presents itself through the 
oppressed people's consciousness. It never purely appears, but always in 
repressed or distorted forms. In each particular epoch and society, the 
repression and distortion bear peculiar characteristics. Prompted by 
unconscious utopian desires, people consciously perceive the alien social 
conditions that prevent them from realizing the inbom utopian impulse. This 
psychological discontent has the nature of a political struggle and results in a 
complex which Jameson calls the "polítical unconscious." All narratives 
pertain to the political unconscious, and literature is always infonned by the 
political unconscious. To be aware of the political unconscious is to detect and 
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restore a realitY that has been repressed. The polítical unconscious is the 
latent meaning behind the manifest one; in Jameson's terminology, it is often 
referred to as the meaning of the utopian propensity. The political 
unconscious is an inner impulse that is incarnated by narrative and released 
by interpretation. 
Jameson also objects to Frye's theory regarding genre. Jameson sees 
Frye representing a school of genre criticism he labels the "semantic" 
tendency, "for which genre is essentiallyapprehended as a mode" (108). As a 
semantic approach, this theory is bound to the linguistic level and regards 
generic modes as containers without content (113). Both Frye and Jameson 
note that the notion of genre is rooted in the relationship between the writer 
and the reading publico However, Frye regards this relationship as direct, 
whereas Jameson sees it refracted through the medium of ideology. Jameson 
thus claims, "genres are essentially literal institutions, or social contracts 
between a writer and a specific public" (106). 
Jameson believes that although the perception of genre relies heavily 
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on formal properties, tbe emergence of generic forms generally is a social 
process and under the control of "tbe ideology of form." Therefore, to a 
certain extent, form should be apprehended as content (98-99). Jameson 
asserts that narrative is a symbolic acto This aet contains the world 
symbolically and submits itself to the transformation of form at the same time. 
Jarneson argues that even in some purely formal factors such as "sheer color," 
one's perception is still prompted to reveal the essence of the text by "sensory 
abstraetion." In the ease of genre, each generic form is a result of "the 
sedimentation of various generie discourses" (147). The proeess of 
sedimentation endows the outer form with an ideologieal message. As a shell 
this outer form "continues to emit its ideological message long after the 
extinction of its host" (151). In other words, a generic form carries its 
ideological signals long after its original content has become historieally 
obsolete (186). 
Since every individual text is merely a socially symbolic act, in order to 
reincarnate the symbolized meaning one needs to rely on the act of 
interpretation. Jarneson states that the gist of his book is to "argue the priority 
of the polítical interpretation of literary texts" (17). In his opinion, an 
interpretive depth is what we cannot fmd in modernism and postmodernism. 
People perceive and rewrite their history mainly through the interpretation 
of texts. Indeed, in The Political Unconscious it is almost impossible to draw a 
clear-cut line between the interpreted and the interpreter. Many of Jameson's 
concepts take alternative sides. History appears in the form of narration, 
whereas narration is a process of interpretation. Interpreters come on the 
stage as a part of history, performing their function in the process of 
textualization. If we notice Jameson's own interpretation of Marxism, it is not 
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surprising to see this ambivalence. For Jameson, the most essential 
characteristic of Marxism is that it is a mental operation. Unlike traditional 
Marxist hermeneutics that advocate social revolutions as the way to overcome 
the gap between man and the alien world, Jameson takes the mental operation 
as the vital mean s to reunite the people with their hostile environment. 
People reform society mainIy by interpreting and conceptualizing historical 
facts. Jameson acknowledges that his theory has certain Hegelian tone. 
Indeed, in Hegel's Absolute Spirit, the object and the subject are originally two 
parts of one entity and supposedly reach their reunion through the subject's 
self-realization. 
Narrative for Jameson is rather an assemblage of narrative writings 
instead of a clearly-defined genre. He makes no effort to define the generic 
features of narrative, and even claims that "the novel is the end of genre" 
(151), since it combines various generic patterns within itself and breaks the 
limits of conventional notions of genre. Jameson asserts that narrative is an 
all-informing process, the center for restructuring the problematics of 
ideology, unconsciousness, desire, representation, history and cultural 
production. In short, it is "the central function or instance of the human 
mind" (13). It restores to the surface of the text a repressed and buried reality 
(20). In twentieth-century modernism, the function of narrative is much 
more than merely to reflect social life. As a symbolic act, narrative involves 
cea whole Utopian compensation for increasing dehumanization on the level of 
daily life" (42). The necessity of narrative is to retextualize history (102). 
From this perspective, Jameson often terms narrative as the "narrative 
paradigm," an inherited model that offers objective "solutions" to the 
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transformation of the equally objective raw material into text (186). jameson 
calls this material "ideologemes," the minimal units of a larger class discourse 
(87). To be precise, they are symbolic types related to imagery, daydreams and 
wish-fulfillments. Therefore, narrative is "narrative of ideology" (185). 
Narrative gives the free-floating objects a primary verbal form, and the form, 
in turn, is a social contract between the writer and the reader who both take 
part in making the col1ective consciousness. 
For jameson, narrative is thus a movement that can fuIIill its functions 
only through the interaction between history as factual events and history as 
the collective consciousness. 1ameson criticizes sorne major critica! schools 
such as psychoanalysis and structuralisrn for the narrowness of their critical 
perspectives. In his opinion, these critical approaches grapple with only one 
aspect of historical or literary phenornena in order to rnaintain the logical 
coherence of their preconceived theories, neglecting or even distorting other 
parts of history. He invents the term "strategy of containment" to define the 
nature of such interpretive approaches. The lack of a sense of totality causes 
these theorles to confine themselves to a narrow self-defined terri tory, the so-
called "strategy of containment." These theories are possessive about their 
self-sufficiency and can only interpret a given text in a "local way." In his 
critique jameson indicates his intention to surrnount the limits of these critical 
approaches. However, if we follow this line of thinking, we may find that 
jameson's own theory contains the same problem of limitation. 
jarneson's critique of other literary theories deepens the question of 
whether narrative is an autonomous entity or an appendage to other social and 
cultural occurrences. His own treatment of this issue is also revealing. He 
discusses narrative in its totality, and in his book, the concept of narrative in 
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comes out as narrative en masse. Yet at the same time, Jameson defInes the 
nature of narrative in terms of its dependence on other social occurrences, 
mainly modes of production. For Jameson narrative by defmition is a symbolic 
acto As a symbolic act its significance apparently lies in the suggested or 
embodied meanings that do not intrinsically belong to it. 
jameson straightforwardly states that bis argument is based on 
Marxism. The founders of Marxism c1aim that their philosophy is the 
culmination of the c1assic German philosophy, especially Feuerbach's 
materialism and Hegel's dialectics. However, like intellectual predecessors 
(including Enlightenment philosophies), the philosophy of Marxism is 
bolstered by an antagonism between object and subject, material life and 
spiritual life. Every product of intellectual labor is attributed to ideology. AH 
ideological phenomena are determined by social settings, and ultimately by the 
mode of production. This is why jameson insists that narrative is merely a 
symbolic act, a paradigm, an ideologeme and a utopian compensation, since 
narrative is a product of the spirit. Jameson doesn't .regard narrative as a 
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genre; in bis opinion, each narrative is related more intrinsically to the 
reflected social world and the reflecting mind than to the textual world to 
wbich it belongs. Narrative is more an assemblage of narrative works than a 
conceptual entity. Yet to ignore narrative as a genre actua1ly results in giving 
up a chance to define a conceptual space in which narratives can be studied on 
a level beyond the antagonism between object and subject. jameson has his 
clifficulties when he tries to rmd a middle ground between a Marxism that 
insists on materialistic determinism and a contemporary criticism that upholds 
the notion of textualization. 
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"Text" is a central concept in contemporary criticismo The tacit 
assumption that there is no way to conceive the real world except through 
texts is part of most contemporary theorles. Undeniably, texts are the only 
channels through which we are able to communicate with the people from the 
past or with the people who are far away. As Jameson puts it, the only access 
we may gain to history is through texts. Yet in following Jameson's line of 
reasoning here, we encounter a paradox. From one perspective, texts are a 
product of mental activity. Thus in Jameson's system, no maner whether it is 
simply detennined by the context or has the power to influence the tife in a 
dialectical manner, texts after al1 are an ideological reflection of reality (the 
mode of production). On the other band, texts are a major object of our 
perception--texts have a physical existence and generate interpretations. 
Existing texts turn out to be the objects against which other authors pit their 
own works. For instance, one of Cervantes's purposes in writing Don Quixote is 
to counter romances of chivalry. Given this double-faceced nature, amid the 
antagonism between subject and object there is no way to situate a text in such 
a manner that can solidly establish its position. 
To single out texts as the only object of literary study obviously 
challenges the critical tradition as well as the traditional notion of the 
antagonism between subject and object. The focus actually questions the 
division between ideology and modes of production. First, the notíon of text 
problematizes the distinction between fictionality and factuality, for in the 
process of textualization both lose and faíl to restore their identitíes. Second, 
since every text is also an object, it is no longer so convincing to consider a 
literary work to be an objectification of the author's subjective mood. We 
cannot judge the author's mood prior to the creation of the text unless we 
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adduce it through the interpretation of the texto Rather, we assume that a 
particular subjective mood motivates the wri.ter to produce a texto It is not 
only for the reader but also for the writer that the text becomes an object of 
contemplation. 
There is a world of texts. A novel is a texto It is related not only to the 
society in which it was produced, but also is connected to other texts in the 
textual world. The world of texts is an objective world comprised of extant texts, 
including literary works as well as historical, philosophical, political, 
sociological, and other types of writing. Whether or not the connection is 
explicated, there various objective relationships exist among these texts. As 
soon as a text is produced, it automatically acquires a position in this textual 
network. For instance, it is true that Maxine Hong Kingston subtitles her The 
Woman Warrior, "Memoirs of a Girlhood Among Ghosts." However, as soon as 
the book was published, it relationship to the texts in American literature, 
ethnic literature, women's studies, cross-cultural studies and other disciplines 
was simultaneously established. In this sense, the text~al world possesses an 
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autonomy beyond the intentions of any single author. Novelists are 
influenced not only by their society, but also by the understanding of life 
sustained in and by other texts. The textual world is a physical intermediary 
between the consciousness of the author's time and of the reader's time. 
Interpretations and appropriations of texts provide feedback to the textual 
world. This feedback constructs a major channel through which the 
sophisticated thinking of writers like Auerbach, Frye and Jameson have 
emerged. The textual world is also a repository of our intelligibility and 
sensibility. 
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As Jameson points out, we conceive a text only through the Iens of 
interpretation. It is inevitable that a given reader is biased by a certain 
viewpoint. However, this fact does not contradict the idea that the textual 
world is unbiased in its existence, even it has been partially viewed. To 
interpret a text is to offer access to its meaning, given at the point when a 
reader makes contact with its contento The meaning of a text results from the 
interaction between the writer's intentions and the reader's intentions. 
Multifaceted and constrained at both ends, a text's meaning consists of but not 
in language. On the one hand, language is not language unIess it is capabIe of 
eliciting a response in another persono A text will convey something, but it 
cannot constrain the reader's response. On the other hand, narrative 
language is textualized language. And to textualize language is to objectify it. 
Objectified language functions on a particular assigned scope. Within a text 
language is not only divided into interrelated discourses,· but also possesses 
various relationships with the language circumscribed in other texts. Thus, 
although different cntics (such as the Marxists, Freudians and structuralists) 
stress different aspects of a text and disagree with eat!h other, there is still 
much overlap among their interpretations of a particular texto It is reasonable 
to assume that a text's potential meaning is open to explications from different 
perspectives. We cannot deny the existence of atable merely beca use a 
physicist and a chemist see it in different ways. 
In the study of narrative, it is crucial to acknowledge that there exists a 
world of texts. This textual world is beyond the type of comprehension that is 
based on the antagonism between subject and object. Narrative is neither a 
means to obtain knowIedge of the physical world, nor a vehicle to express the 
author's subjective moods and thoughts, although it is related to both. 
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Narrative is part of the dimension of the human life which cannot be defmed 
by either the concept of subject or object. In other words, the Marxist 
relationship between ideology and modes of production is insufficient when 
discussing the nature of narrative. Narrative is part of people's lives, and they 
create, expand and enrich the entity of narrative. People embody it in 
language, and rely on narrative for their mental needs, just as they reIy on 
the physical worId for their material needs. Along with the evolution of 
consciousness that enbances interpretation, over generations, tbere are 
interactions between the textual world of narrative and the intelligibility that 
receives and creates it. The world of narrative stands for itself, even though it 
substantiates history and embodies the consciousness that interprets bistory, 
In this sense, to concentrate soleIy on the symbolic aspect of narrative is to 
deprive it of its true essence. 
In exploring the nature of narrative (the novel, in his terminology), 
Mikhail Bakhtin demonstrates stunning foresight. His assumptions of the 
necessity of narrative are particularly interesting. In Bakhtin's opinion, 
there is a portion of human experience which onIy narrative can convey and 
sustain. Neither emotional self-expression nor rational thinking is adeq uate 
for people to communicate this portion of human experience. 
Without exception, Bakhtin sees a human being as the acting center in a 
cluster of relationships. Every human being assumes an "axiological position" 
(Art and Answerabiltiy 41). Every action is a reaction, whether it be to the 
environment or to the combined effect of other persons' actions upon the 
acting persono An act also carríes out the actor's attitude toward the event in 
which he or she is acting. In turn, the actor's attitude constitutes an 
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influential element that affects other people's further reactions. Each 
person's act affects the relationship he or she has with other people, and the 
relationship itself keeps changing along with the change of time and space. 
The specific point where a particular time and a particular space are 
intrinsical1y integrated is a "chronotope." Bakhtin insists that "the image of 
man is always intrinsically chronotopic" (Dialogic Imagination 85). The 
present moment contains the stratification of the past, while a future 
prediction can never sever its re1ationship with the present time, that is, with 
the moment in which the prediction was made. Without knowing the 
relationships arnong things one can hardly understand the nature of the 
things. Scientific analyses of particular disciplines have one common 
drawback: they can on1y reveal parts instead of the whole. To know the 
relationship one person has to others is a prerequisite for knowing oneself. 
In order to recognize oneself, one has to see oneself through the eyes of 
others. In Bakhtin's words, "1 myself cannot be the author of my own value, 
just as 1 cannot llft myself by my own hair" (Art and Answerability SS). Every 
person's consciousness contains not on1y the awareness of oneself, but also 
one's consciousness of others, inc1uding the assumption of others' reversed 
thinking. Therefore, every phenomenon in life contains a multidimensional 
loop. To feature a particular viewpoint in framing an event as a practical 
occasion may silence other voices for a while, but cannot totally eliminate the 
double-voiced nature of experience. For Bakhtin, despite all the mean s 
humans have thus far contrived for the purpose of communication, there is 
on1y one way to maintain the living momento It is the language which has not 
yet been shaped into separate and specific disciplines. This particular 
language is the object of what Bakhtin calls "metalinguistics" (Dostoevsky's 
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Poctics 181). Within this language, every word "ineludes various kinds and 
dcgrces of otherness of the other's word and various forms of relationships to 
it (stylization, parody, polcmics, and so forth) as well as various methods of 
expunging it from speech life" (Speech Genres 133). The most demonstrative 
way of using this language is in arte The axiological relationship to the other 
is the organizing power in all aesthetic forms (An and Answerability 189). 
The single best artistic genre for actualizing this potential is narrative (the 
nove!). Even at its most basic level, "every word in narrative literature 
expresses a reaction to another reaction, the author's reaction to the rcaction 
of the hero; that is, every concept, image, and object Uves on two planes, is 
rendered meaningful in two value-contexts--in the context of the hero and in 
that of the author" (218). 
Bakhtin obviously developes his theory against Marxist ideology. 
According to Marxism, in each particular phase of human history there must 
be a system of thought that reflects the will of the ruling class. This system of 
thought composes the spirit of the time and controls fue thinking of other 
• 
elasses by polítical means. Bakhtin observes that the total dominance of a 
single ideology is merely a theoretical scheme but is not a reality. In real life, 
people's thinking is prosaic by nature. Multi-Ievelness and contradictions 
actually exist in the objective sodal world. "In this sodal world, planes were 
not stages but opposing camps, and the contradictory relationships among 
them were not the rising or descending course of an individual personality, 
but the condition of society" (Dostoevsky's Poetics 27). The novel is especially 
important because it carríes out the unofficial version of social life (Dialogic 
Imagination 13). A novelist employs an "essential formal and generic mask," 
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which secures him or her a position from which to view social life as it is 
(161). Narrative (the novel) is the genre that relies on stylistic three-
dimensionality in order to accornmodate the need to sustain individual 
differences and contradictions. These individual differences and 
contradictions are enriched by social heteroglossia (11, 284). 
In The Dialogic Imagination Bakhtin expresses his notion about the 
generic features of the novel in different ways. In one section, he says that 
the basic characteristics of the novel are its stylistic multiple dimensionality, 
which is related to its multi-Iayered consciousness, its radical change of 
images, and its zone for structuring literary images (11). In another place, 
Bakhtin tells us that the novel's generic features are its diversity of vOices, 
heteroglossia, and the narrative system that structures them with artistic 
subtlety (300). In yet another place, he observes that the generic feature of 
the novel is the "auto-criticism of discourse." By this term Ba.khtin means the 
novel's inner imperative to criticize itself concerning the way it reflects, 
organizes, transposes and replaces reality (412). Among these characteristics, 
. 
the one that occupies a central position is the concept of the "zone." It is 
central because it connects the functions of the other characteristics. Bakhtin 
names this zone "the zone of maximal contact with the present (with 
contemporary reality) in a1l its openendedness" (11). 
Narrative is meant to sustain the phenomena that have not been 
dissected by the analytic mind. Narrative presents itself as a vehide that 
makes the vanished voices distinguishable. In Bakhtin's words, a novel should 
be cea genuine polyphony of fully valid voices," cea plurality of independent 
and unmerged voices and consciousnesses" (Dostoevsky's Poetics 6). 
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[According to Bakhtin, Dostoevsky is the author who has reached the highest 
achievement in this respect.] In a narrative the voices are "independent." 
Characters have their own roles to play; they are not the author's puppets. 
Characters have voices which are distinctively different from the author's 
voice. The author's design for a character should be a design for the 
character's own discourse (65). Instead of asserting a finalizing voice, an 
author should compose in a manner that accommodates the autonomous 
consciousnesses of characters (68). These different consciousnesses are 
"unmerged." For in a narrative each character holds a particular position and 
assumes a discourse of his or her own. The boundaries among these various 
consciousnesses are where a narrative's vitality Hes, for only with these 
autonomous states of consciousnesses can characters enter into contact and 
talk with one another. The autonomy of consciousness is the foundation for 
the dialogic relationships among characters. 
Although a narrative maintains a polyphony of fully valid 
consciousnesses, such as that of the author, the narrator and characters, these 
consciousnesses have certain relationships among theritselves. Bakhtin calls 
these relationships "dialogic re1ationships." The relationship of the author to 
the narrative determines the nature and the structure of the narrative (Art 
and Answerability S). The author relies on the image of hero to embody this 
relationship (7). Authors need heroes because they want to recognize 
themselves through others (15). To create a hero is an aesthetic way to project 
oneself into the image of the other (22, SS). A narrator can never be a 
nonparticipating "third person" (Dostoevsky's Poetics 18). In every narrated 
voice, there are always at least two contending voices (30). Because of the 
endless interactions effected by dialogic relationships, everything narrated 
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exists in a moment of unfinalized transition (167). "Everything must be 
reflected in everything else, all things must iIluminate one another 
dialogically" (177). In a narrative, every character stands for a position and 
viewpoint which are set against each other dialogically (360). In a novel, a 
plot is subordinate to the coordination and exposure of the dialogue of 
languages, whereas "a dialogue of languages is a dialogue of social forces 
perceived not only in their static co-existence, but also as a dialogue of 
different times, epochs and days" (365). In every narrative dialogic 
relationships produce a narrative movement that potentially moves beyond 
the narrative's textual closure and leaves the composition open-ended. 
Nove1istic images are dialogized images, and a novel is a dialogized system made 
up of the images of language. Qnly this system is able to sustain the insight 
created at the boundaries between cultures and languages (Dialogic 
Imagination 46, 49-50). Dialogic relationships are also embodied in the 
language used in narrative. In a narrative language combines a centrípetal 
force that maintains the linguistic cohesion and a centrifugal force that refers 
to the signified social and cultural processes (216-17). Bakhtin observes that 
"for the novelist, there is no world outside his social-heteroglot perception" 
(330). Thus, in every novel the image of language is a prosaic one. In other 
words, it is a image that resists the authorial intention. 
Thus there is a contradiction between the novel as the author's 
intentional product and the novel that contains the dialogic movement 
countering the author's intention. This concept sounds paradoxical. However, 
this paradox is exactly why narrative (the novel) needed to come into being as 
a genre. As mentioned aboye, Bakhtin uses the term "zone" to describe the 
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generic features of the novel, trying through this term to postulate a way that 
may provide a solution to this paradox. 
Bakhtin maintains that as a genre the novel is able to contain other 
genres within itself. What a novel does is to circumscribe a space generically 
in which it can parody other genres, making them more flexible and free by 
inserting "an indeterminacy, a certain semantic openedendeness, a living 
contact with unfinished, still-evolving contemporary reality (the openended 
present)." This space creates the zone that qualifies the text as a novel. 
Bakhtin calls this a "new and peculiar zone for structuring artistic models (a 
zone of contact with the present in all its openendedness), a zone that was first 
appropriated by the novel" (Dialogic Imagination 3-7). The novelistic zone 
establishes itself exactIy at the point where the author's intention to control 
the narration intersects the plane of reality that has been narrated. Bakhtin 
thus calls it "the zone of contact." This is a channel for heteroglossia to 
develop in the novel just as in life. Bakhtin insists that "the novel is the only 
developing genre" (4). Besides accommodating such literary genres as short 
stories, lyrical songs, poems, and drama tic scenes, the novelistic zone al so 
permits the incorporation of such extra-artistic elements as everyday, 
rhetorical, sCholarly, or religious genres (320). The novel's stylistic 
uniqueness as a genre lies in its ability to combine those subordinated yet stiU 
re1atively autonomous types of language (262). On the one hand, the generic 
zone excludes the possibility that at his or her wiIl the author wiIl cut off its 
contact with the narrated reality. On the other hand, the diversity of 
stylization provides the possibility that different consciousnesses wiIl be 
embodied in different types of language. These two elements constitute the 
rationale for the contradiction between the author's intention and the 
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narrative tendency to go against the authorial intention. In this sense, the 
novel's discourse lives a life tbat is distinctly its own (43). And the novel is 
plasticity itse1f (39). uThe novel orchestrates all its themes, the totality of the 
world of objects and ideas depicted and expressed in it, by means of tbe social 
diversity of speech types and by the differing individual voices that flourish 
under such conditions" (263). The autbor's voice is only one of these voices. 
Constrained by the tension between the author's intention and the narrative 
tendency, Bakhtin observers that by its very nature the narrator's discourse 
belongs to sorne specific discursive type. To a certain extent this type of 
discourse libera tes itself frorn the function of narration assigned by the 
autbor's initial (Dostoevsky's Poetics 205). 
Bakhtin's theory presents a crucial question about the relationship 
between the author's intention and the text's rneaning. If narrative is merely 
a rhetorical zone that provides an enabling space for the interplay of varlous 
voices, if the author is only an agent that integrates different discourses into a 
text and renders them pertinent, then how can the interpretation of a text 
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explain in the frrst place why the author should bother to deal with different 
discourses instead of a single voice? An author cannot control the reader's 
interpretation of the narrative, not only because the author's intention is 
merely one of the elements that render a text meaningful. In the case of 
narrative, it is also because this generic mold is able to sustain the polyphony 
of discourses uttered by different viewpoints. The narrated interactions of 
these discourses may reveal certain aspects to the reader which the author did 
not anticipate. However, when the author relies on the narrative to grasp and 
convey the intended meaning, his or her attitude toward complex being 
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engaged is not as straightforward as the ernotions a poet expresses in a lyric. 
In the novelistic narrative there are at least two doubled-voiced layers. One is 
the author's attitude toward a particular phenomenon, such as Henry ]ames's 
attitude in The Porttait of a Lady of Isabel's adventure in the English society. 
Another is in the attitude of text itself, such as in Dostoevsky's "Notes frorn 
Underground." There is always a refraction caused by the viewpoint of the 
narrator, who is in the midst of the two interacting layers between the author 
and the texto In sorne novels we may fmd that the authors try to dernolish their 
personal traces by introducing double narrators into tbe narratives. In Ernily 
Bronte's Wuthering Heights. we have not only Mr. Lockwood but also Mrs. 
Dean (Nelly) between the author and the reader. As Bakhtin rnaintains, 
although the narrator's voice is merely one of the voices uttered in the 
narrative, it does convey a overall tone tbrough the whole narration. For 
instance, in Nathaniel Hawthorne's The Blithedale Romance, when we reach 
the end of the narrative and f"md that Coverdale confesses bis love to Priscilla, 
we are invited to realize that this poet's whole narration as related to his 
beloved object is most likely an idealized one, based on bis sympathy and biased 
by bis own feeling. 
Bakhtin maintains that a text's essence lies on the boundary between 
two subjects and consciousnesses. In the case of novelistic creativity, there is 
always a dialogue between the text and the framing context (Speech Genres 
106). In the case of receiving, the reader simultaneously takes an active and 
responsive attitude toward the text (68). This attitude is evidence of the 
changing contexto When the author produces sentences by arranging the 
framework of the narrative discourse, he or she always has the would-be 
reader in mind. This is why these sentences have been named "utterances" 
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instead of "language" (63). The problem is that a text has different readers in 
different eras. Recently, critics have pointed out that the meaning of text is an 
ambiguous if not hopeless concepto One of the factors that subvert the 
traditional notion of meaning is the exposure of the gap between the text' s 
meaning for the author's contemporaries and the meaning for its present-day 
readers. If the meaning of "text" is exclusive to what it means for the author's 
contemporaries, we wiIl have to put ourselves in the shoes of the ancients, and 
thus literature will tum out to be merely a means to draw us back into the pasto 
On the other hand, if the meaning of "text" is what we read into it in 
accordance with our interests and purposes, then we will inevitably deprive 
the meaning of its historical context and implications. However, there is 
something in narrative that bridges the gap between the chronotope of the 
author's contemporaries and that of the reader's: the narrator. 
The narrator is a twofold entity. On the one hand, the narrator is the 
author's invention, a viewpoint that reveals and participate in the narrated 
events (even if onIy for peeping into the protagonist's physical and psychic 
worlds, as Flaubert's narrator in Madame BovaIy). Therefore, the existence of 
narrator implies a potential relationship to the author and begs for the 
contextualization at the end of the narrative. Yet though it is one of the voices 
occurring in the narrative, the narrator's viewpoint cannot entirely 
manipulate the reader's conception as the reader is still able to restore the 
narrator's position related to the narration. In this sense, the narrator also 
becomes the reader's creation and thus in the end becomes a product made in 
the context of the reader's time. Therefore, the narrator is an indispensable 
link which connects the author's intention in the creative context with the 
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reader's understanding in the receptive contexto 
Tzvetan Todorov once observed that when Aristotle wrote Poetics, what 
was in bis mind was not literature but "representation (mimesis) utilizing 
language" (xxili). In the case of narrative, this comment on the comerstone 
of literary criticism suggests that when a theorist or critic discusses a 
narrative, the analytic discourse is essentially different from the narrative 
itself. This observation is particularly relevant in the West. Since Aristotle, 
there has always been an attempt at placing everything in the rational 
framework of the natural sdences. On the one band, under the dernand of its 
readership, a narrative keeps working on the reader's imagination through 
the author's devices of manipulation, plotting, cbaracterization, the narrator's 
perception and perspective, the medium of language, the generic mold, and 
tbe connection to tbe narrated reality. On tbe otber hand, rational analysis 
holds the other end of the string, maneuvering to integrate certain aspects of 
the narrative into a larger intellectual context, such as the tendency of 
representation, the canons also demonstrated by Christianity, and the political 
impulse already indicated by Marxism. If we take Zola's naturalist novels as an 
example, we may also conceive the retrospective impact which rational 
thinking has effected on the creation of narrative. However, these rational 
analyses themselves rest on the assumption that a narrative basically follows 
the same logic as rational thinking but only reveals itself in a perceptible way. 
Bakhtin has seriously challenged this assumption. His arguments urge us to 
look for a logic that is unique to narrative itself. 
Jurgen Habermas remarks that in the West, one of the resources of the 
inner dynamic in the history of metaphysics is the tension between two forms 
of knowledge: one forro that is "the discursive, which is empirically based, n 
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and the other form that is "the anamnestic, which aims at intellectual 
intuition" (31). We may thereby reason that empirically-based discourse 
persistently resists intellectual intuition, because the latter brings it to an 
abstraer level by grasping its similarities to or differences from other 
discourses, neglecting wholeness on its own termo Narrative takes a different 
approach to deal with this tension. It retains ctiscourse on the empirical level, 
constrained by tbe tension between itself and intuitive rational thinking. The 
constraint of rational thinking consists not only in the critic's analysis, but 
also in the author's thinking apart from the narrative fonnation. 
In short, since Plato and Aristotle, there has always been a tension 
between the empírical experience of the world and intuitive rational discourse 
in the West. This tension influences the formation of narrative and confines 
tbe perspective of narrative theory. The particular pattern of this tension 
results in a particular type of narrative. In other words, the properties of 
narrative in the West are formulated in its particular cultural milieu. 
Therefore, in order to inquire into the nature of ~arrative as a way of 
approaching its universality, in order to gain a ground beyond the lirnitations 
caused by cultural relativity, it is a good idea to see how people perceive 
narrative in a culture outside of Westem civilization, outside of the dichotomy 
between empirical experience and intuitive rational discourse seen it in the 
West. This realization is apr to lead to tbe discussion of narrative theories from 
the East, since, as ir is commonIy acknowledged, there are striking cultural 
distinctions between the West and the East. 
It goes without saying that because of the varieties of narrative on both 
sides, the general comparison between the West and East is too broad to cope 
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with in a single treatise. In this dissertation, 1 shall confme myself to English 
and American literature on the one hand, and Chinese literature on the other, 
thereby hoping to take a small step in the direction toward a comprehensive 
theory of narrative. 
The Nature of Narrative: a Comparative Perspective from the East 
In Chinese the conceptual equivalent of "narrative" in English is xu 
shi ~.. This term is now used to translate the tenn "narrative." literally it 
means "to recount things." This term encompasses two types of narrations. In 
one case, it refers to a verbalization of the images of the things in the 
recounter's eye. It gives a detailed portrait of the described object, but the 
arrangement of description corresponds the movement of the recounter's 
inspired emotion. In literature, even in its earliest days, this type of narration 
had already secured its position as an independent genre named fu •. 2 
The name of this genre has been translated as rhaps'ody, or rhyme-prose. 
prose poem, poetic essay and poetic description (Knechtges, xiii). This genre 
has established a tradition in Chinese poetry which expresses the poet's 
subjective emotion mainly by describing the objective things that have 
2 The first prominent group of the writers of Fu genre was formed in the 
Warring States Period (475-221 B.C.). Its most eminent representative is Qu 
Yuan mmr (ca. 339-278 B.C.). There is no solid evidence to show when this 
word started to be used as the name of the genre. The earliest evidence we can 
find so far is in the biographies of those writers by Sima Qjan aJ~. (1450r 
135-877 B.C. ) in his Shi Ji -'!3C (Records of the Historian. The golden age of 
the fu genre in the history of Chinese literature was in the Han dynasty (206 
B. C.-A.D. 220). 
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inspired the ernotion. The poet highlights the related aspects of the objects 
and embellishes some particular details, showing their erudition in flora and 
fauna, astronomy, mineralogy, architecture, geography, history, ritual, 
medicine, dress, weaponry, conveyance, folklore and music. Although the 
narration is constrained by the things being describing, the guiding line here 
is the movement of the poet's emotional reaction toward these things. 
Moreover, most of the poets working in this genre have shied away from a 
direct description of social events. They focus much more on the descriptions 
of the splendor of capitals, imperial gardens, palaces, halls, hunting, travel, 
sightseeing, palaces, halls, rivers, seas, birds, snow, the moon, musical 
instruments, dancing, etc. This type of narration does not confirm to the 
concept of narrative as defmed in this essay, for it doesn't tell a story. It has a 
close relationship to the genre of poetry, for it confirms to a required 
rhythmical formo 
The other type of xu sbi ~. is more relevant to our purpose. This 
type of recounting largely overlaps the dimensions demarcated in the West by 
. 
the concept of narrative in the West. [n other words, it mainly consists of 
storytelling. As in the West, it doesn't limit itself exclusively to the genre of 
the novel. [n China, the relationship between narrative and fiction is rather 
complicated. Besides fiction, a large portion of narrative embraces myth, 
legend and historical writing. Narrative began with stories of myth and 
legends of historical figures, and acquired its mature form first in historical 
writing instead of the novel (the distinctions among these different genres 
will be discussed later). Yet throughout the history of Chinese literature, 
critics and scholars have relied on various conceptual mean s to categorize 
certain works under the rubric of fiction. Some of these fictional narratives 
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cannot easily be fitted into the Western pattem of storytelling with which we 
are familiar. However, when we examine those Chinese works that have been 
traditionally considered fictions, although the dermitions in different cases 
are measured by different standards, surprisingly we fmd that the majority of 
them indeed are a form of storytelling. This is a significant coincidenee. It 
implies that whether the author is aware of it or not, íf the writing is meant to 
carry out the functions we generally attribute to the genre of fiction 
(especially the novel), more often than not, the textual content reveals an 
ingrained tendency to embody itself as a particular type of verbal expression 
which we have recognized as narrative. Even if in one cultural situation 
narrative has been defined from a special perspeetive, and in another 
cireumstance some of its other features have been partieularly stressed, as two 
similar instanees sustaining and eonveying human experienee, the narratives 
of two düferent cultures is obviously comparable. 
The Chinese translation of the term "fietion" is xiao shuo ,J'~. A short 
story is xiao shuo of shon length m¡¡,J'~. A novella is .xiao shuo of medium 
length CP.,J'~. The novel is normally translated as fiction of long length 
jt¡¡,J'~. Literally xiao shuo means "small talk." The earliest evidence of 
this term we can fmd so far is in Zhuang Zi itt~, a work mainIy written by 
Zhuang Zhou Hf ~ (ca. 369-286 B. C.). In chapter 26 Waiwu *~ ("External 
Things") it says, "to embellish small taIk in order to achieve a high reputation, 
this is (an effort) far away from the manner of profundity" (925).3 The 
etymological meaning of this term (xiao shuo) is slightly düferent from how 
we understand it today. The divergenee stems from the interpretation of the 
3 !ffi,J,~t..J..T.~9 ~~*~#~~o 
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words sbuo Si (talk). In Xiandai Hanyu Ciman J.l~~&j~. (The 
Dictionary of Modern Chinese) there are six definitions for this word: opinion 
and criticism as the noun, and to say, to explain, to introduce and to refer as 
the verbo However, according to Xu Shen's -rr-. (ca. 58-147) Shuowen jiezi 
!5i)(:J1l* (The Explanatory Dictionary of Characters A.D. 100), the first 
etymological dictionary in China, at the time when Zhuang Zi H:E.:r used this 
word, the dermition of shuo &i meant to reveal the hidden meaning in order 
to obtain pleasure (93).4 Thus, as a verbal expression, it has a twofold 
meaning, indicating both the act of revealing and the predicted effect of 
entertaining. In the term xiao sbuo, the word xiao also has a twofold 
meaning. It indica tes both physical smallness and moral insignificance. 
Therefore, when the term of xiao shuo ,j,~ is used to name fiction as the 
genre in the first place, it comprises a kind of verbal expression that is short 
in its length, seemingly trivial in its moral value, revelatory in its function, 
and entertaining in its nature. 
From the very beginning, historians of Chinese literature have been 
alert to the significance of maintaining its generic divisions.5 During the 
history of Chinese literature, historians and critics keep putting works 
regarded as "small taIk" under the name of xiao sbuo ,j,5ff. (interestingly, the 
element they disregarded is the length of the works). When the term xiao 
sbuo -,j'Bi was adapted to translate the concept of fiction, it turned out that a 
large portion of this assemblage was bearing the generic features of fiction 
(or the novel) as understood in the Westem mind. Meng Yao ~~ asserts in 
4 ai, "1t o Vf:-a-~V o Also see Duan Yucai f:i~tt's annotation. 
S As early as in sixth century, the compilers of anthologies, such as Xiao 
Tong JUtE in compiling Wen Xuan Jtlii (see Knechtges 4), started ro classify 
literary works according to their genres. 
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her Zhongguo Xiaoshou Shi cp • .fJ'!i.!i! (A History of Chinese Fiction) that 
the notion of xiao shuo .fJ'~ in the ancient Chinese mind "doesn't have any 
relationship to the notion of fietion (the so-ealled xiao shuo) we have today" 
(2). This remark is rather groundless. As a maner of faet, before the notion of 
fietion (or the novel) was introdueed from the West, Chinese eritics had 
already used the term xiao shuo .fJ'~ to name the most important works 
diseussed in Meng's History, such as short stories in the Tang dynasty, Sanguo 
Yanyi =Ii!a~ft (The Three Kingdoms), Shuihu Zhuan *~1!1 (Water 
Margin), Xiyou Ji ~.lC (Iourney to the West) and Honglou Meng tttl. 
(Dream of the Red Chamber). The earlier short pieces listed by the historians 
set forth sorne essential features for the genre which the la ter works have 
developed into longer narratives. 
Starting from Ban Gu JKIST (32-102) in the Han dynasty (206 B.C.-A.D. 
220), the official historians nonnally include a section in their works to record 
titles of the important works in a particular periodo These works are listed 
principally according to their genres, sueh as Confucian c1assics, history, 
philosophy, poetry and essay etc. However, histbrians have trouble 
cataloguing those works that bear the nature of "small ta1k" that cannot easily 
be fitted into these categories. Ban Gu ElE Urst uses xiao shuo J'J'~ as the 
rubric to collect works of this type in his Han Shu~. (The History of Han 
Dynasty). He comments: "The writers of xiao shuo are most likely those lower 
officers. They rnade xiao shuo out of the gossip and hearsay which are 
eol1ected from the people on the streets." Ban Gu mIS/' divides all the books 
he lists into ten groups, but he remarks that among them only "nine groups 
are worth reading." The exeeption is xiao shuo J'J'~. However, he still 
includes the titles of those xiao shuo J'J,~ for the historical record. He 
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explains, "Confucius says 'there must be something worthy observing even in 
the trivial. [However], it is plausible that one will be bogged down if pursuing 
too far [in this directionj.' Therefore, a leamed person shouldn't write xiao 
shuo himself, but neither should he do away with them. Even they have been 
eomposed by those who are living a vulgar life and have little intelligenee, we 
still need to record them to save them from extinetion. There might be a few 
words worth listening to. even if they are the talkings of rusties" (249: 817).6 
It is insignificant but might be worth listening too This is the judgment on the 
moral values of xiao shuo that continues to shape Chinese erities and 
historians' opinions since Ban Gu JlJIISf. Even in the 18th eentury, under Qian 
Long's reign (1736-1759) in the Qjng dynasty, in Siku Quanshu Zongmu Tiyao 
Il!l.~~ •• §t!-!f (Annotated Catalogue of the Imperial Library), it is stated 
that xiao shuo eonsists of three groups. The frrst is to reeount miseellaneous 
events, the seeond is to record hearsay about strange things, and the third is to 
eolleet insignifieant talk. The stated purpose for keeping these works in the 
Imperial Library is merely to expand knowledge. 
In the comments of historians and erities, the other judgment that 
frequently oeeurs on the values of xiao shuo J'J'~ regards its truthfulness. 
As Lu Xun *ª points out, in their lists of xiao sbuo J'J'~ historians never 
inelude the long-Iength storyteller seripts {hua ben S5l1Q of the Song 
dynasty (960-1279) and the historical novels (yan yi=i*ft) of the Yuan (1206-
1368) and Ming (1368-1644) dynasties (157). For they consider fietional 
versions of history distortions of history. When Changsun Wuji tt1i1ii~, and 
others composed Sui Shu m. (The History of Sui Dynast)', the key writer of 
6 Also see Lu Xun's *ª A Brief History of Chinese Novel (152-53). 
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the work is Wei Zheng •• ) under Tang Taizong's reign (627-649), for the 
frrst time xiao shuo J'j,~ was definitcly excluded from the category of history. 
For although these works talk about historical events and anecdotes, what they 
eventually recount is only gossip and hearsay (see Wei, 4: 1012). As a matter 
of fact, in the history of Chinese literary criticism, one of the most frequented 
tactics, for both the critics who intend to defend the value of the novel and 
those who want to devalue the novel as a genre, is arguing the truthfulness of 
fiction. The arguments, however, are based on different rationales. 
We have already observed that there is always a tension between 
theoretieal speeulations over narrative and narrative practice itself in the 
West. The same pattero also occurs in Chinese literature. Sinee most xiao 
shuo ,j'BR are stories told by narrators, and since the rneasurernent we use in 
order to judge whether or not a work is narrative is to see whether or not it is a 
story told by a narrator (or narrators), frorn the standards that Chinese crities 
and historians use to categorize xiao shuoJ'j'BR, we may see that there are two 
conflicts contributing to the tension related to the understanding of narrative. 
One is the conflict between the moral values assigned' by crities concerning 
narrative and the social functions a narrative has actually carried out. The 
other conflict is that between factual truthfulness and fictional truthfulness. 
Both issues are associated with understanding of why narrative has come into 
being as an indispensable part of intelligibility in this particular cultural 
cireumstance. 
The first issue involves the diserepaney between crities' notions about 
the functions of narrative and the funetions narrative has aetually performed 
in describing the world. As mentioned aboye, narrative has an inborn 
tendency of anti-rationalization. A narrative exhibits its wholeness on the 
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perceptual level and relies on a perceptive comprebension to maintain tbis 
wholeness. However, in the history of Chinese literature, it is also a common 
phenomenon that critics not only frame the interpretation of narrative in the 
form of rational explanations, but also subordinate them to certain rational 
norms, especially the Confucian axioms. 
Related to the presumption that fiction is insignificant and 
entertaining, there are normally tbree canonical functions which critics 
assign to narrative. One is to record the episodes and events ignored by 
official histories because of their insignificance and abnormality.7 Another 
is to educate people through entertainment to learn the orthodox morality,8 
or at least not to jeopardize these moral principles.9 The third one is to 
7 For instance, Uu Zhiji ~IJ~Q (661-721) maintains, "the side-notes and 
novels (xiao shuo) have established themselves as an independent genre, 
prevailing as a mutual-referral to official histories" (~~~!c'J'~ 9 § ~ 
-~ 9 ifjjm~.iE~~.ff. 1: 273). 
8 In his "Preface" (written in 1397) to Qu You .1&"'s jiandeng Xinhua 
JiSM"ffi New Anecdotes Under the Lampligbt), Ling Yunhan ;!¿~.fft says, 
"although this book is a novel, one can hardly deny its value in the world, 
since it persuades people to follow the moral ways and advocates the 
retribution of immoral behaviors, and every move in it contains the motive to 
provide examples of goodness and punishment for the violation of the 
morales" (~ ••• ¡rZ~9 rmtln ... i!!e. lf.J~iI.~9 ~RJS~HjiffnTtlt. See 
Qu You, 4). This is the typical attitude of the intelligentsia toward the novel in 
ancient China. 
9 Han Yu •• ;Q (768-824)'s defense of his Maoying lhuan ~~1JJ ("The 
Story of Mao Ying") is one of the famous arguments of this kind. He insists 
that even Confucius himself sometimes has a playful intention in treating 
writings of various kinds. For instance, in Shi jing, ~~, (Classic of Songs, a 
book compiled by Confucius), there is a line, saying "whoever handles humor 
and irony properly is not abusing rhetoric" ( .. Jlt.~9 /F~~~). 
Therefore, Han declares, he cannot agree with the accusation that writing 
fiction must be doing harm to the method proposed by Confucius (Another 
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reach the hearts of those people who are not intelligent enough to grasp 
morality through the form of rational thinking.10 
Since in the early Han dynasty the Emperor Wudi (ruling period 140-86 
B.C.) forma1ly established Confucianism as the official ideology (until the royal 
court of the Qing dynasty collapsed in 1911), the orthodoxy of Confucianism, 
especially its ethical doctrines, had always been the context of intellectual 
activities. Speculations over the function of narrative also have had an 
inextricable relationship with the authority of the Confucian norms. 
Mainstream critics c1aim that narrative should either pick up some trivial 
things for entertaining or translate the ethical doctrines from highbrow 
terms into popular terroso In both cases, narrative supplements the rationa! 
norms and rational norms set up the standard for generalization. However,in 
this light the theory of narrative is inevitably biased by the dominant rationa! 
norms, and can only intensify the tension between the attempt for rationa! 
generalization and the tendency that intrinsically resists rational 
generalization. Narrative has peculiar functions that re~der it distinct from 
Letter Answering Zhang Ji, 257). 
10 This opinion has been explicitly expressed by Xinxin Zi ~~.::r- in his 
Preface to fin Ping Mei, ~.. (The Plum in the Golden Vase. written 
around 1565-1620). He divides people into three hierarchical groups. 
Although all of them have seven inborn emotions, the persons of the highest 
group intuitively know how to regulate their emotions with the rhythm of 
nature; whereas the persons of the second tier know how to release their 
emotional energy in accordance with rational thinking and thus wouldn't be 
burdened with emotions. The problem is with the persons on the lowest level. 
They don't have the natural talent to enjoy their emotions effortlessly and 
without harm, nor do they have the capacity to rely on the Confucian c1assics 
to guide these emotions. This is the slot which novel is supposed to fill, for 
novel s like The Plum in the Golden Vase employ creative language that is 
enjoyably written in order to demonstrate morality (1). 
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rational discourse. In the case of Chinese narrative, there are two functions 
that narrative executes. These functions are not for envisioning the logic 
already revealed by the rational thinking, but for launching a different way 
to conceive the world. One is to carry out a dimension that extends beyond the 
lirnits of rational thinking. Another is to maintain the individual view in 
perceiving the breadth and the depth of life, including emotional reactions 
toward the contemplated world. 
First, narrative incarnates a dimensiono This dimension sustains a 
perception that cannot be explained away by analytic thin.king without losing 
its integrality. Things recounted in narrative maintain not only their 
vividness but their vitality. To illustrate this point, the narration of strange 
things is probably one of the best examples. 
Since its earliest stages, one of the main subgenres of Chinese fiction is 
comprised of stories that tell strange things. This genre is called zhi guai xiao 
shuo ~§ ... J,a5l (fictions that recounts strange things). What are strange 
things? What make things strange? They are the qualities that cannot be 
, 
convincingly reasoned away if we merely follow the logic of rational 
thinking. In the Chinese tradition, these qualities are related to supernatural 
things and unexpected happenings. A notable prototype of this kind of 
narrative is myth. 
The way the ancient thinkers interpret myths illustrates the point 1 am 
trying to make. Myth reveals how incompetent rational thin.king is when it 
explicates a narrative within the domain of its own formulas. As Yuan Ke 
ltJIf observes in his Zhongguo Gudai Shenhua 9=rrmaoft~$fi!f (The 
Mythology in Ancient China), one of the reasons for the dispersion of 
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rnythology in China is that, starting with Confucius himseIf (551-479 B.C.), 
there has been a persistent effort by Confucian scholars to rationalize myths 
(19). For instance, there are two famous figures in Chinese myths. One is the 
Yellow Emperor (huang di, _,*", a mythical and legendary figure; also one of 
the earliest triballeaders who conquered sorne other tribes and established the 
frrst unified country in the Chinese nation), the other is Kui (., a name for 
both a dragon and a person). According to the myths, the Yellow Emperor is 
the highest god and has a head with four faces. Each side of his head has a pair 
of eyes looking in one of the four directions. Therefore, he is able to know 
simultaneously the things happening in every corner of tbe universe. One 
day, when Zi Gong -T-Jt, one of Confucius's disciples, asked Confucius if it was 
possible that the ancient Yellow Emperor had four faces, Confucius answered 
that it was merely a misinterpretation of the texto Although the original 
phrase "the Yellow Emperor four faces" <"Jt,*,"ronm) would be norrnally 
interpreted as "the Yellow Emperor has four faces" in accordance with the 
syntax of the ancient Chinese, it might also be interpreted as "the Yellow 
Emperor is facing four directions." Therefore, it should' be understood as the 
YelIow Emperor had sent officials in four directions to govern the country 
(Shi Zi F-T-, $hizi 28). In this type of Confucian thinking, there is no room 
for a mythical imagination which can actualIy be incamated by narratives. 
The otber instance is related to Kui. In the myths, Kui is the name for 
both a special dragon and the music commissioner at the court of Emperor 
Shun (~, one of the earliest emperors in ancient China). It is said that there 
was certain a relationship between this dragon and this commissioner, and 
both of them had only one leg and one foot. According to Lushi Chunqiu 
!H~.tk Spring and Autumn Annals of Master Lu by Lu Buwei :5/i'. (?-235 
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B.C.), when Confucius was asked by the king of the Lu State about how the 
music cornmissioner Kui could have only one foot, Confucius agaín too k 
advantage of the linguistic ambiguity to explain the mythical imagination 
away. He maintained that the phrase "Kui one foot" (kui yi zu, .-~) did 
not necessarily mean that Kui had only one foot. For in the Chinese language 
the word zu ( .fl) couId mean "foot" but also couId mean "to be enough." Since 
a person who was born with only one leg and one foot, like a fish with one taíl 
was a very rare case, this saying shouId have been explained as " a single one 
Kui would be enough since he was so good in bis profession" (848: 475). Both 
of these instances show that, in the attempt of interpretation there is a 
insurmountable barrier between the narrative imagination in the form of 
myth and rationa! thinking. 
Confucius, certaínly a thinker of great wisdom, must have sensed the 
awkwardness in this rationalization of strangeness. Moreover, he was also a 
tolerant sage. He did not advocate forbidding the recounting of strange things. 
The strategy he employs is to ignore the possible existence of the things which 
rational thought cannot explain. As his disciples report, Confucius dismissed 
talk related to oddities, supematural powers, freakishness and deities (Analects 
12).11 Tbis attitude sets up the pattern adopted by most Chinese scholars 
during the last two thousand years. Nevertheless, the need to entertain 
through the narrative imagination cannot be easily banished sirnply by 
ignoring its existence. 
In China, novels created by individual writers appear rather 
belatedly.12 However, sorne leamed scholars made strenuous efforts to collect 
11 .:r ~'q~f&, 1J, iIL, :f$. 
12 It is commonly agreed that the nrst mature forrn of individually-created 
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and compile stories related to the things which were purposely neglected by 
Confucians. The scholars also try to justify their efforts by arguing about the 
concept of strangeness. In his Preface to Shanhai Jing L.l.J~f.' (The Book of 
Mountains and Seas), a collection including many ancient myths and legends, 
Guo Pu ,~~ (276-324) argues: 
There is norhing rhar is strange by its own narure. Things appear 
strange only after there is a person involved. As a matter of fact, rhe 
idea of strangeness is in one's mind, it is not that things rhemselves are 
strange,,;13 "to indulge in the things that occur habitually and ro 
singularize the rarely-heard things as oddity, those are the common 
weaknesses of human nature.14 (1042:3). 
The notion of strangeness is an aberratíon from the normal patterns people 
have perceived repeatedly. RationaI norms are the abstractions of the 
common patterns. When things happen in ways that are beyond rational 
expectations, when things are tinted by the conceiver's imagination in such a 
way that cracks the shell of the mind, people are tempted to consider them 
strange. Unable to be elevated to the ana1ytic leveI, these things have been 
sustaíned on the perceptive level by narrative. In this sen se, narrative is 
another way of thinking and is not inferior to rationaI thinking. Ge Hong 
-.;~ (ca. 281-341), the author of Shenxian Zhuan ~fLlJ11J (Biographies of Gods 
and Immortals), states that the stories he has written are not meant to be 
shown to those persons who are vulgar or who cannot master the way of 
novel s occurred in the Tang dynasty (618-907). It is a cluster of stories 
recounting strange episodes (tang chuan qi, .. ,..~ ). 
13 m::Fer~, ~~ifflA. ~_~1Jt, ~~m~1:E.. 
14 7emFJfii'~, ffiJ~m*r.n, JltÁ..z.~iliR1É. 
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sophisticated thinking (1509: 257).15 
Besides its perceptual integrality, as a thinking mode narrative 
distinguishes itself from analytic reasoning in another way. Narrative is an 
intent to formulate a way to counteract the thinking tracks biased by orthodox 
ideology.16 Unlike the natural sciences, the value of a school in the social 
sciences does not lie in its objectivity but in the peculiar way it postulates and 
guides people's thinking. In ancient China, backed up by royal regimes. 
politically Confucianism assumed an overwhelming power over people's 
thinking. This power particularly penetrated the habit of rationalization. In 
other words, whenever people started to analyze their experiences in order to 
achieve certain rational conclusions, more often than not they were tempted 
to follow the postula tes of Confucian scholars and measured their own 
conclusions against what was already stated in the Confucian classics. There 
was rarely any other theoretical perspective available to facilitate people's 
rational thinking in some other direction. The lack of rapport between 
experience and educated rational thinking is one of reasons that people are apt 
to reach mature thinking on the perceptual leve!. Moreover, there is a belief 
that encourages them to do so. Uu Xie ~IJU (ca. 465-422), the most famous 
llterary theorist in Chinese history, in bis Wenxin Diaolong J(Jt.:".fS! (The 
Mind and Crafts in Literature) maintains "when the principIe of thinking 
lS ~~f1:iz.{¡!, ~~/F*~.~, #~g¡VJ.~:2:.. 
16 In 1960s polltical turmoil, when the Chairman of the Communist Party Mao 
Zedong (-=é~. ) launched a campaign to purge his polltica! rivals, he blamed 
them as using literature as a means to counter against his own thoughts. He 
declared that using novels to accomplish the anti-Party intrigue was a 
significant invention. As a matter of fact, using narrative as a channel to 
formula te unorthodox thinking is an old practice of the intelligentsia in 
Chinese society. 
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assumes its subtlety, the spirit wanders with things" (493).17 Another way of 
saying this is that, without the inspirational images of perceptible things, 
there is no way to reach a subtlety in thinking. To organize this kind of 
thinking into a discursive body turns out to be one of the functions of 
narrative. 
When Gan Bao ~1J (fl.317-322) wrote the Preface to his Shoushenji 
1l~$!c (Notes on Exploring the Supernatural), he declared that historians 
should allow room for different viewpoints and that the common flaw in the 
extant historical writings was to deny the diversity of recordings and 
opinions.18 He stated that the theme of his book was exactly the opposite of 
this (1042:366). Unlike factual recordings of historical events, geographical 
features, social conventions and cultural rituals, fictional stories not only 
record gossip, hearsay, folk tales, jokes, anecdotes, historical episodes and 
people's deeds, but also preserve a certain way of looking at them. There is an 
illuminative instance on this matter. In the Taiping period of the Song 
dynasty (976-984), the emperor Taizong ordered Li Fang *80 (925-996) and 
other scholars to compile two grand encyclopedias. Orle is the 1,OOO-chapter 
compendium Taiping YuJan ::t::JF1iIJ. (Taiping Royal Reference Book) , which 
is arranged according to subjects and collects related information from more 
than 2,000 books. Most of the entries are fragmentary descriptions of certain 
items; sorne of them are biographical information taken mostly from official 
histories. The information is supposed to be factual. In the emperor Taizong's 
own words, this work should record those references that can be readily used 
to improve the moral atmosphere and reinforce the Confucian discipline (Li 
17 .~.fl.~:b'), :f$~~.~.H~. 
18 ~1l!.~ =~, !!*.~, 
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Fang, Reference Book, 3).19 Due to its usefulness to the sovereignty, before 
the book was completed, the Emperor ordered that on every single day three 
chapters should be presented to him for reviewing. The other encyclopedia is 
a SOO-chapter anthology of stories: Taíping Guangji ±3FJlfae (Taiping 
Comprehensive Compilation of Stories). This is a coUection of fictional stories 
taken from the Han dynasty (206 B.C.-A.D. 220) to the beginning of Song 
Dynasty (around the last years of the 10th century). Its resources are 
comprised of as manyas 475 books. Stories in this book are categorized under 
such rubrics as immortals, strange monks, the habit of drinking, making 
friends, greed, humor, rebirth, treasures, etc. The names of the protagonists 
are the titles of most pieces. In other words, the stories are character-
centered. AIso led by ti Fang, several scholars spent two years completing this 
work. However, in contrast to the fate of the Taiping Royal Reference Book, it 
was not put into print at that time even though the printing plates had already 
been made. The ostensible reason was that someone claimed the book was not 
pertinent to the need of scholars. Nevertheless, there seems to be another 
explanation that is more relevant. According to ti Fahg's report, when the 
emperor Taizong ordered the compilation of this book, the initial motive was to 
collect different opinions and to promote even those things that only have 
minor value (Compilation, 1).20 Yet after doing so, these stories must have 
made the Emperor feel so unconformable that he decided to put the printing 
plates away in storage. If one reads the stories in this collection, it is quite 
obvious that many opinions conveyed in the stories on certain matters and 
persons are conspicuously different from the orthodox versions in reporting 
19 .R.S«1&.15J if Jil.ft#~!c z.. 
20 .,.**.~, /f'~~ •. 
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on the same matters and persons. In 1566 wben a new edition of this 
anthology was published, the publisher Tai Kai a~lm pointed out that only a 
few people knew this book existed. The reason was that this book is merely 
connected to the "small truth" (lbid. 2). The concept of "small truth" (xiao 
dao "J'~) is obviously contrast to the Confucian doctrines which are 
generally referred to as the "grand way" (da dao *~). It is no coincidence 
tbat the unorthodox "small truth" occurs in tbe form of narrative as a 
perceptual way to reach people's minds. 
Another unique function of narrative is to maintain an individual 
perspective when perceiving the breadth and the depth of life, including 
emotional reactions to the contemplated world. There are two things which 
scholars in ancient China commonly regard as the content of novel. One is 
wu ~ or shi •. Both terms mean things, matters, affairs, appearances, 
occurrences, episodes, events and substances that are outside the person who 
conceives them. The other is qing 1It. It means feellngs, anxieties, emotions, 
passions and affections that are within the persono More often than not, these 
two concepts combine to form a new concept qingshi ... or wuqing ~'ff. 
Instead of the meaning of things and feelings, this new concept bas a further 
implication. The ¡rrst form means things related to the aroused emotions. As 
Hong Mai ~~ (1123-1202) observes, fictions in the Tang dynasty contains 
sorne small pieces of qingshi •• that are very touching (1: 64).21 In the 
latter form it means things described in a way that ineludes one's intellectual 
understanding of and emotional reactions to them. In his Preface to Chen 
Bangjun's ~~~~ Guangxie Shi JlfSti.5l! (An Extended History of Hwnor: A 
21 .e-ÁJ'J'~. /f""E]/f"lh "J.."J,... ~11JgW;:~, ~~1f~~ fffl/F 51 ~~, ~8~ 
#"6JJM- ftz.*. 
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Collection of Fables), ti Rihua .. S. (1565-1635) points out that one merit of 
this work is that the descriptions of wuqing m1lt are as vivid as one sees them 
with his or her own eyes (1: 174).22 In both cases, the author's personal 
reaction to the contemplated events serves as a key device that regulates the 
trajeetory of the narrative act from the factual events to the textual narration. 
In the Chinese philosophical tradition, it is a common understanding 
that there is a dialeetieal relationship between the image of the observed thing 
and the feeling aroused by it. This relationship refIects itself in the dual 
meaning of the word qing 11. Besides meaning feeling, anxiety, emotion, 
passion or affeetion, etymologically, this word al so means situations, 
circumstances, conditions or states of affairs.23 The thing one has seen 
affects his or her emotional reaetion to the situation; whereas the emotional 
reaetion to the objeet eontemplated helps the viewer form a personal 
perspeetive to look into things and form a framework to recount them. Unlike 
a poet who recounts things in order to facilitate the self-expression of 
subjective emotions, a novelist registers his or her emotional reactions in 
order to provide a perspective to get into the depth of the things while 
observing the objective world. Thus, the same qing JItt performs different 
functions in poetry and narrative. When ti Zhi *1t (1527-1602) made bis 
comments on Shuihu Zhuan *¡m,. (Water Margin), he maintained that if 
the author had not been emotionally agitated, he would have never formed the 
22 m*i~. t ~~tfUt. 
23 For instance, in Zhou Zhuan lé'-' (Annals with Cornmentary by Zuo 
Oiuming), one of the earliest history books in China (written in the period 
from 55Q-450 B.C.), there is a passage recounting the King's saying, "alt.hough 
1 couId not acquire every detail in alI cases of judicial affairs, whenever 1 made 
a judgment, 1 always took the situation (qing) into consideration" (35. 
,J'*z~, .::r:!~~, !J6.,V.J.. .. ). 
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intent and perspective to compose this literary masterpieee (1:142).24 The 
author's mood eaused by the observed situation strengthens a perspective frorn 
which the sensory data is organized to divulge conceptual messages. 
At the early historical stages of the Chinese novel, the creation of a 
fictionaI story is meant to incarnate the narrator's perspeetive rather than to 
provide information related to the narrated events. Besides zhigui xiaoshuo 
$'~ ... J'~ (the fictions telling strange things), tbere is another important 
subgenre in Chinese fietion whieh is called zhiren xiaoshuo ~)vJ'~. These 
are fietions that foeus on featuring idiosyncratie deeds, manners, moral s and 
mentalities of particular persons. This type of fiction projeets particular ways 
in whieh the narrator evaluates the deseribed eharaeters. To the reader, the 
things a charaeter does is not as relevant as the way in whieh these things 
have been presented. The most significant example of the earliest zhiren 
xiaoshuo ~)vJ'\~ we have so far seen is Shishuo Xinyu tlta~fJfa! (A New 
Aecount of Tales of me World) by Liu Yiqing ~IJft~ (403-444).25 Mueh of 
the material in this book is taken from other books, mostly from historical 
writings. In other words, these stories are familiar to readers. However, the 
writer reorganizes them into 36 groupings such as merit, oratory, polítical 
affairs, erudition, forbearanee, taste, judgment, etc., and supplements some of 
these short accounts with heard anecdotes to reinforee the points he wants to 
make. The making of the book is strongly influeneed by the intellectual 
24 *~1!1~. ~twz.m~1:t. 
25 Although aceording to historical record, before this book there had been 
two other works of the same kind (one is Yu Lin, aii1* rColleeted Tales) by Pei 
Qj. .fml; the other is Guo Zi ,~.:¡. by Guo Chengzhi ~~Z.), there are only few 
pieces of these two earlier works we can find, whieh are seattered in sorne 
works like Taiping Guangji :t:~"ae (Taiping Comprehensive Compilation of 
Stories) . 
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atmosphere of the writer's time. At that time, the intelligentsia indulged 
themselves in the fashion of speculative thinking (xuan xue Z:~ ) and were 
obsessed with the habit of evaluating people hierarchically. Each account of A 
New Account of Tales of me World implies a twofold layer of judgment. One 
part of the authorial judgrnent is the caregorical reference of evaluations such 
as merit and erudition; the other part is the evaluation of the particular person 
involved. Both of these judgment reveal themselves in the unfolding of the 
story. The narrator's perspective gives the stories a new twist and makes them 
last longer than they do in the original sources. When the book was reprinted 
in 1535, in his Preface Yuan Jiong :!t~ observed that in this work, "the 
verbal expression is neutral but the intent is profound; the things are trivial 
but the meaning is deep" (Liu Yiqing, 932).26 The profundity of the 
narrative Hes in the intent of the narrator thar reveals itself in the seemingly 
neutral narration; the depth of the meaning consists not in the things 
themselves but in the way these "trivial things" are presented. 
What makes a narrator's perspective distinct from mere theoretical 
speculation is its complexity. Complexity characrerizes a person's Jife 
experience before it has been theorized. It is easy to make sorne black-and-
white judgment about sorne moral issue if one only thinks theoretically; but it 
is not so easy ro ignore all the ambivalent feelings and moot points that are so 
prevalent in real life. The narrative perspective is not so much engaged in 
lecturing rhe reader about righteousness as it is concemed with offering the 
reader a way ro view life which through irs complexity reveals its profundity 
and subtlety. In ancient Chinese philosophical rhinking, there is always a 
26 ~~~iffl@tI. ~ •• iffl:t •. 
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part that believes in the intuitive comprehension of the world. In Yi Ching 
~~~ (The Book of Changes), a classic book "providing access to the deepest 
recesses of the 'Chinese mind' and embodying the very essence of Chinese 
culture" (Schwartz, 390), it is said that the universe is made of rme air,27 the 
change of the fme air never stops in certain fIXed forms and opera tes in a way 
that divides it into the pole of negative (yin!3t) and the pole of positive (yang 
~ ).28 There is a resonance between the essence of the universe and the 
Sages' understandings of it. However, the meaning of the universe that 
embodies itself in the Sages' understandings is too profound to be grasped by 
mere verbal expressions. With written language it is even worse.29 
Therefore, the Sages tried to illustrate a way to get to the essence of the 
universe through the interpretation of visual signs and imaginable images 
(38-44).30 Thus, even in rational thinking, Chinese philosophers are not so 
eager to elaborate the precise meaning of each philosophical term, since 
virtually no such conceptual precision is possible. As Stephen Owen observes, 
this is a phenomenon unique to Chinese culture. It is alien to a reader in the 
Western world, where the quest for definition has been tme of the deepest and 
most enduring projects (S). This common belief is one of the reasons that most 
ancient Chinese thinkers heavily rely on the interpretation of fables and 
other stories as a major way of reasoning. Nevertheless, there is still a 
difference in Chinese thought between narrative and rational thinking in 
grasping the complexity of comprehension. 
In ancient philosophical texts, such as Zh uang Zi m.:.::r, a work 
27 ... ~~. 
28 t&~IIf*j;'ifflJh_n. -~-~z..s~~. 
29 .:if'II-g, -g~.~. 
30 ~Alf9.ljt~Tz..R, ffijmS.~ff~~, .~~~, ~t&smz.. ... 
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notorious for using stories to illustrate abstraet tenets, the stories are told in 
sueh a way thar the meaning of each story narrows to manifest of a single 
point. AH the clues that may lead to other directions have been purposefully 
left out. Sometimes this point has been stated explicitly as the eonclusion of 
the story. Sometimes the author arranges severa! stories in one ehapter, 
projeeting the intended point by their overlapping meaning. Stories 
themselves are not important, but are onIy the tools to elevate the reader to an 
abstraet meaning which cannot be clearly defmed by language. The reader is 
encouraged to ignore the data embodied in language, abandoning the vessel of 
language after one comprehends the meaning. In Zhuang Zi's words, if you 
have already eaught the fish, there is no point in keeping the tackle (4: 
944).31 In contrast, narrative employs another taetic. Narrative is an art that 
presents a story, and the body of the story eonsists of sensory data. The 
characters, the plot and the narration constantly draw the reader's attention 
to the things on the sensorial level which cannot be replaced by thinking on 
the abstract level. The narration reveals the narrator's viewpoint but leaves 
, 
room for further reflection. The story presents itself as an object that 
encourages different readers to draw their own conclusions, even in the case 
that an authorial statement already exists. Unlike the story used in 
philosophical argument that aims to illustrate a single point, the story in 
narrative creates a space to accommodate the need to understand t..'le world as it 
appears to our perception. The narrator's perspective is the framework that 
builds this space. 
There is another aspect to the complexity concerning the narrator's 
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perspective. In a narrative the narrator's perspective normally does not 
assert itself a straightforward manner. It may partially identify with a certain 
character's viewpoint, but gene rally the manifestation of the narrator's 
perspective is completed through the fabricaríon of various viewpoints of 
different characters. If we compare the stories in Zhuang Zhi and that in A 
New Account of Tales in the World, it is not difficult to reach the following 
conclusion. In the stories used for philosophical argument, there is always the 
voice of either a character or an observer that is identical with the author's 
perspective. In contrast, in a fictional narrative, even if the narrator clearly 
leans toward the attitude of a particular character, if readers intend to discern 
the narrator's perspective, they still need to take account of characters' 
attitudes toward the sarne matter. In addition, they still need to know the 
relationship of a particular character's attitude towards other characters, even 
if this relationship is only referred to indirectly. This complexity will reach 
its full development in the novels in the Ming and Qjng dynasties. 
Now, let us move to the second issue, the confliet between factual 
truthfulness and fictional truthfulness. This is an issue over which Chinese 
cntics have been arguing about for more than two thousand years. 
Truthfulness is a value which is highly prized in Chinese civilization. 
More often than not, the critique of fictional narrative focuses on its essential 
falsehood. In the Tang dynasty, when Fang Xuanling D.f~~ (579-648) wrote 
Jin Shu V" (A History oí me lin Dynasty [265-420]), he thus comrnents on 
Gao Bao's Tl! Shoushen Ji ~l$¡E ( Notes on Exploring the Supernatural): 
"[it] assembles those things of the same nature as well as those of different 
natures, and thus blends the facts with those things that lack evidence in 
reality" (4: 2150).32 1 n the Qing dynasty, another well-known historian 
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Zhang Xuecheng ( •• Sfit , li38-1801) utters the same opinion on the novel 
Three Kingdoms, complaining that in this novel only seventy-percent of the 
content is based on historical facts, and the rest is merely fiction. Readers thus 
have constantly been misled (44).33 In both their opinions, the novel's 
drawback is its fictionalization, which produces false versions of factual 
occurrences and obstructs the comprehension of the truth. Factually, 
however, even in the case of historical writing, no matter how brilliant a 
historian is, he or she can never record all facts without making selections, 
even if the subject relates to a very simple matter. In the tradition of Chinese 
historiography, the history is supposed to be written in a manner that will 
teach the current and coming rulers how to govem the country. In other 
words, the facts are purposely elaborated in order to illustrate the 
righteousness of Confucian doctrines. Facts are indeed events that have 
actually occurred in history. Truthfulness in this case only seems to be rooted 
in factuality, and sets a contrast to the fictionality that results from the 
imaginative faculties. However, it is only a surface truthfulness. What líes 
underneath this truthfulness are still educated rational principIes. 
The defenders of the novel also emphasize the value of truthfulness, but 
they have a dífferent interpretatíon of the concept of truthfulness. They 
claim that truthfulness doesn't líe in the exactness of imitation or the 
factualíty of narrated events. Under the appearance of everything, there is a 
vitalíty which they call shen ~. Shen ~ is the word standing for god, deity, 
divinity and the supernatural. It also means juice, spirit, essence, vigor and 
the hidden energy, etc. Shen ~ reveals itself in the way that people show 
32 .*~¡aJ, ~~~1!: •. 
33 =ia~ft.QIJt~ •• , =~ ~.f VÁ.;lttt~~m~ilL. 
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their spirits through their eyes. In these critics' opinion the only way to 
grasp and convey Shen ~$ is through fictionalization. In his book Baishi 
Huibian .~eI~fiI (Collected Unofficial Historical Writings, 1607), Wang Qj. 
.:E:Ifi contends that for a novel, "if there is no fictionalization, then there is no 
liveliness" (3: 1559).34 In his Preface to the anthology of short stories Erke 
(Slapping the Table in Astonishment II, edited 
by Ling Mengchu ~¡.tu [1580-1644]), Shuixiang Jushi .~eII.m± suggests 
that in the novels like Xiyou Ji Bm se (Toumey to the West), fictionalization 
purposely is used to maintain truthfulness, by communicating the essence of 
things as we grasps one's spirit through the eyes (1: 266).35 likewise, in the 
Preface to Tu Shen's _*$ (1744-1801) Tan Shi .. ~ (Stories of the 
Bookworm), Duling Nanzi *±~~.::r postulates that "the thinking that doesn't 
stretch itself into the magnitude of fictionalization is incapable of 
comprehending the metamorphosis of the universe" (1: 3).36 These opinions 
show despite its seeming distortions, fictionalization provides a more adequate 
access to the truthfulness of things than does the strict imitation of factual 
events. 
Fictionalization is a dual process. It both attaches the imagination to 
reality and releases it from the tangle of niggling incidents that blocks the 
mind's ability to penetrate into the quintessence behind the screen. Chinese 
crities repeatedly postulate this principIe as operating behind the process of 
fictionalization. In their opinion, after one has spent ten years strenuously 
speculating on a certain matter, at sorne particular moment, the issue itself 
34 .Ht~t&~~ . 
35 .iEVJ.1G9='lfll. J;~.~$UiiJ:t;J. 
36 ~~./F A&J$, /F JJ1..J..:J..~Wz.~. 
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may suddenly grab the thinker, using his mind to create those things that may 
have not actually happened but should have been there according to the 
cogency hidden in the speculations. Fictional figures are invented, but they 
are just as real as and may outlast those people we encounter in our daily lives. 
In ti Rihua's ~ S$ words, fiction means creating certain figures to convey 
what the author sees through the mind's eye; however, if we trace the deeds of 
these invented characters down to the bottom, it is not hard to conceive that 
every single thing that happens in the fiction can find its prototype in reality. 
In this sense, fictionalization has the right to c1aim truthfulness (1: 174).37 
Another issue related to the truthfulness in fictionalization is 
textualization. Fictionalization emerges between what should have happened 
and what has really occurred. It sustains the author's understanding of the 
narrated events. What embodies the process of fictionalization is texto Since 
the very beginning, in Chinese critical thinking, there has always been a 
layer of text between the narrated world and the narration which is called 
wen)(. Because of this layer, critics can explain how storytellers cannot 
only record events and episodes, but also can record 'certain attitudes and 
emotional reactions to the recorded events and episodes; not only to maintain 
the complexity of a person's experience, but also to fabricate different 
viewpoints within a single verbal construction. Working with the potential of 
this Iayer, one cannot only recount the things left over by history books, but 
also get to the deep essence of things. Therefore, as the well-known critic Jin 
Shengtan ~~DI (1608-1661) points out, it is rea11y wonderful to see text as a 
thing that has its own unique nature (Cornmentary 298).38 Shen Jiji tt~m 
37 m1f¿V.lft~, ~1:E;fflJ~;t¡---CJ'~~, /F~/FJE::2:. •. 
38 ~7éJ<:.z.~~, .ii/F~~! 
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(ca. 750-800) is one of the writers who wrote strange stories in the Tang 
dynasty; Renshi Zhuan'$~11J ("The Story of Lady Ren") is one of these. In 
this story he observes, "a knowledgeable writer must be able to carve the 
fundamentals of changes, conceive what líes between divinity and human 
nature, and create texts that elegantly convey things and feelings with 
consequence and subtlety" (lO: 219-220).39 
Texts themselves possess the nature of factuality. There are also 
historical relationships among texts. Texts consist of a world. This world runs 
parallel to the world of historical facts and contains insight into the germ 
behind these facts and the relationship between the observer and the 
observed. When Jin Shengtan ~~DI tries to compare the novel The Water 
Margin with Sima Qian's history book Records of the Historian, he makes a 
shrewd cornment about the difference between historical writings and novels, 
by maintaining, "Records of the Historian employs text to bear witness to 
events, whereas Water Margin manipulates events for the need of text" (1: 
291).40 Fictionalization grasps the truth of the factual world as the author 
• 
understands it, and thus also upholds the spirit of the author's relationship te 
the world described. Text incarnates the truth and the spirit in a material 
formo The creation of a new fictional text wiIl not only take its content from 
the factual world, but also refer to the truth and the spirit carried in previous 
texts. Besides the relationships among the described events themselves, the 
coherence of the truth and spirit carried in the text also forms a demand for 
the organization of new materials. In this sense, we may conclude that texts 
39 (1ij1j!~.z. ± t !A6·~~1-t. Z.i~, ~~$ .A..Z.~ t ¡f:5(.z'~ t 
z. •. 
40 .!if=!8"c~}:tJ<:~., 7j(fa'f~~J<:~ •. 
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even has the upper hand over factual events in regard to truthfulness. 
The Chinese narrative practices and theoretical speculations on 
narrative we have discussed so far existed long befo re they encountered 
narrative practices and theories from the West.41 In this essay the purpose 
of keeping them indigenous is to make the argument more eonvincing. It is 
clear that in the history of Chinese literature, there has been a consistent 
effort to defme the genre of narrative. The central reason for the necessity of 
this genre is the perceptual integrality it sustains. And the central factor that 
enables a narrative to sustain its integrality is the narrator. The narrator of a 
narrative holds a unique perspective, which not only allows the interplay of 
diverse voices within a verbal expression, but also challenges the monopoly of 
the ideological orthodoxy. Sorne crities realize that the concept of text lies in 
the understanding of the nature of narrative. This realization leads to 
questions about the relationships between narrative and language. Critics also 
endeavor to spelI out the generic characteristics of narrative. The notion of 
genre is important for both the writer and the reader, as it involves the 
expectations and interpretations which a reading pub,Hc certainly have in 
receiving narratives. 
The narrator's perspective, language and genre: these are the 
recurring issues we come across in our inquires into the nature of narrative 
in both the West and the East. These are, therefore, the subjeets I will discuss 
in the following three chapters. 
41 The intentional introduction of the western literary theory and novels 
started at the end of the Qjng dynasty (1644-1911). The persons who initiated 
this movement were Wang Guowei J:1i!3t.1 (1877-1927) in theory and Uang 
Qj.chao ~~~ (1837-1929) and Yan Fu.u~ (1853-1921) in translation. 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
.' 
72 
2. The Narrator's Perspective: 
the Frame af Narrative Experience 
The Narratar's Perspective and the Autanamy af Narrative 
Narrative consists of discourses but is not itself a discourse. Rather, it is 
a verbal expression whose conceptual dimension exceeds the periphery of the 
notion of discourse. 
The relationship of narrative to discourse is analogous to the 
relationship of discourse to language. A discourse is a particularly organized 
and regulated unit of language. A discourse is not merely a sentence, even 
though it appears in the form of a sentence or sentences. In a given 
circumstance, the concept of discourse involves understanding the 
relationship between the speaker and the recipient. Discourse functions on a 
level which cannot be adeq uately explained by a general linguistic analysis of 
language. As an ongoing method of communication, a discourse conveys the 
speaker' s attitude, considers the recipient, and brings the relevant 
intercourses to bear upon this particular utterance. It is true that without 
manipulating language a discourse cannot carry out its functions. However, 
the knowledge engendered by a discourse draws the observer's attention away 
from the meaning offered by a linguistic analysis of its elements. The 
meaning of a discourse consists QÍ but not in language. Language is capable of 
eUciting a response in another person but has no ability to constrain the 
recipient's response. For instance, we may consider the Une "the dark is 
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melting" a sentence or a discourse. In viewing it as a sentence, we may 
understand that the darkness in question is turning into a lighter color, or, 
metaphorically, that sorne dark mood has been softened, etc. As far as we have 
not violated the linguistic rules of tbis particular language, all interpretations 
are valide When we talk about language, we talk about a one-way method of 
communication. In contrast, when we talk about discourse, we take account of 
the recipient's response as well as the speaker' s intention. In this case, to 
know the rules that govern language itself is not enough. We need also to 
know the social circumstance in which the language is used. When we talk 
about the "meaning" of a discourse, we refer to something like an expected 
result from the interaction between the utterer and the recipiente The 
meaning of a discourse, though supposedly constrained from both ends, does 
not necessarily coincide with the sender's expectation Moreover, a given 
discourse has relationships with other relevant discourses. To organize 
Ianguage into a discourse is a way to institutionalize it. Besides the 
interrelationships among divided units within a par:ticular discourse, the 
Ianguage in a discourse has various relationships with the language 
textualized in other discourses. In her poem "Event," Sylvia Plath says, "The 
dark is melting. We touch like cripples" (195). Given the situation, the 
darkness mentioned here certainly appears as a conceptual black gap in 
which the poet was metaphorically dismembered. This image leads us to the 
social and intellectual milieu in the 1960s when the poet was living, the poem 
was composed, and the subject of darkness was discussed. To textualize is to 
institutionalize language; to institutionalize language is to transform 
sentences into discourses. The meaning of a discourse would not surface 
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unless we pay attention to its speaker, recipient and the relevant intercourses 
informing it. 
Narrative is a cluster of integrated discourses. Paradigmatically, the 
conceptual scope in which narrative functions is at a leve! higher than that of 
discourse. The principIes we rely on in analyzing discourses are not always 
valid when applied to the analysis of narrative. There are two major factors 
behind this. First, a narrative (storytelling) circumscribes a communicative 
scope in which different discourses may maintain their own voices. As 
mentioned aboye, wbat makes a communicative discourse different from a 
linguistic sentence is its relationship to the speaker, the recipient and other 
relevant intercourses. Although a discourse may be comprised of many 
sentences, although different recipients' understandings of the speaker' s 
statement may be strikingly diverse, a discourse is on1y supposed to convey a 
single voice: the speaker's voice. Even if a discourse appears in the form of a 
dialogue, as it does in some of Plato's works and in many ancient Chinese 
philosophical texts, tbe form of dialogue is merely a rhetorical device to 
reinforce the argument's force. In contrast, narranve is a setting tbat 
maintains the differences between the voices conveyed by different 
discourses. For instance, in Nathaniel Hawthorne's The Blithedale Romance 
the whole story is narrated by Miles Coverdale, and his moral outlook and his 
love toward Prisilla defmitely bias his version of the events. However, we can 
still distinctively hear Hollingsworth, Zenobia and even Westervelt's voices. 
In "The Art of Fic tion , " Henry James tells us that in its broadest defmition a 
novel is "a personal, a direct impression of life" (Art of Criticism 170). In this 
sense, a narrative is a personal utterance. Yet in "The Future of the Novel" 
James also tells us, "the novel is of al1 pictures the most comprehensive and the 
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most elastic" (244). In this sense, a narrative is a vivid painting containing 
the multifarious nature of both the narrated events and the various attitudes 
toward these events. Every narration bears a narrator's perspective, which is 
the internal framework of the narrative. However, the way that the 
narrator's perspective reveals itself is through the unfolding of the story. 
Telling a story offers room to different voices of different discourses uttered 
by different characters. Monologue by nature contradicts narrative. Put 
another way, a narrative is a verbal expression capable of accornmodating a 
particular need: the need to see the events in which the conflicts between 
human interests and values extend into a temporary compromise, rather than 
to leam the solutions offered to the conflicts. The contemplative nature of 
narrative does not necessari1y emana te from the author's intent to be 
objective. Rather, this contemplation resides in the nature of storytelling. 
Another factor that differentiates narrative from discourse is its 
detachment from both the author and the reader. A discourse is an uttered 
sentence or a group of uttered sentences. As mentioned ,aboYe, discourse gains 
its meaning from its direct connection to the person who has uttered it and to 
the person who is trying to understand it. In contrast, narrative acquires its 
relationship to author and reader in a rather indirect way. A narrative is an 
autonomous entity. It is the narrator's narration rather than the author's. By 
creating the narrator, to a certain extent, the author distances himself or 
herself from the narrative. We can read Lord Jim without knowing who the 
author of the novel is or who Joseph Conrad is, but we cannot read it without 
knowing about Marlow, who is the narrator of the story. The meaning of a 
discourse is certainly complicated, the meaning of a narrative is much more 
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complexo A significant part of this complexity stems from the paradoxical 
distance between the narrator and the author. This detachment can also be 
discemed by a narrative's link to the reader. A discourse is in tended for a 
particular recipiente For example, in Plato's Republic, Socrates's discourse is 
argumentative when he speaks with Thrasymachus, but explanatory when the 
speeches are addressed to Glaucon. Of course, a narrative's writer always keeps 
the intended reader in mind. However, after the narrative comes into being, 
the person who owns the story is the narrator rather than the author. In the 
author's own mind the reader can only comprise a small portion of the en tire 
audience the narrative will have. Narrators Uve within narratives. Texts of 
narratives are objects which exist independently. A narrator lives for much 
longer than the author. Narrators patiently and persistently repeat their 
stories as long as there are readers, and resist the attempt to hold sorne 
particular reader's response to be the fmal interpretation of the stories. 
The narrator's perspective gives a narrative its s tructure. Below, 1 wiIl 
discuss the narrator's function with regard to its relationship to the author 
and to the reader. The final two sections of this chapter will discuss Henry 
]ames's The Portrait of a Lady and Luo Guanzhong •• ¡:P's Sanguo Yanyi 
=1BJ.ft (Three Kingdoms) as examples, focusing mainly on the role the 
narrator plays in making narrative an autonomous entity. 
Literary theory is heavily loaded with analyses of poetry, as the theory 
of narrative is conventionally considered an extension of the theory of poetry. 
Critics keep calling narrative theory the "poetics of narrative." This is not 
only a question of terminology. Poetics (in its narrow sense) exerts a 
significant influence on the theory of narrative. To interpret a literary work 
as an expression of the author's personal emotions and thoughts, as many 
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works on the "poetics of narrative" have done, results in one of the bedrock 
concepts which poetics contributed to the theory of narrative. Poetry, as 
commonly understood, is rhythmic speech. A poem is an utterance by a 
particular speaker, which delivers a subjective emotional mood. Based on the 
practice of poetry, it would be logical to infer that understanding the author's 
intention is the most crucial element for interpreting a literary work. In 
Wayne Booth's The Rhetoric of Fiction, he agrees with the theory that regards 
literary works as the authors' property. Fiction, in his opinion, is essentialIy a 
rhetorical device by which the author can manipulate the reader's mind in 
order to communicate an intended meaning. 
In Booth's argument, its relationsbip to the autbor is tbe quintessence 
of fiction. An author either directly addresses to readers in telling a story, or 
employs a narrator as the medium in showing a story. In both cases, 
storytelling is a "rhetorical manipulation" that leads readers to the author's 
"developing idea" (115, 165). The author's voice is omnipresente The artífice 
of narratíve is necessary because it provides a viewpoint for the author to 
. 
present "the mind and heart of a character" (3). The author is present in 
every speech given by any character (18). His or her voice is never silent, 
and is one of the reasons that we read fiction (60). No narrator can ever really 
hold bis or her own identity, "because the act of narration as performed by 
even the most highly dramatized narrator is itself the author's presentation of 
a prolonged 'inside view' of a character" (18). The author's touch changes the 
meaning of every so-called literary fact (112). Along with the authorial 
commentary and judgement which are explicitly stated in a story, such 
techniques as point of view, authorial silence, and purposeful confusion are 
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all rhetorical mean s to control the reader's expectations and interpretations, 
and thereby reinforce the author's manipulation. For example, Booth daims, 
that manipulation of drarnatized point can convey the author's judgment with 
great precision (272). Even in novels in which the authors do not speak 
directly, "the author's voice is still dominant in a dialogue that is at the heart 
of aH experience witb fiction" ([bid). Fiction is an expression directly 
attacbed to the author's intention. In various ways narrative techniques belp 
readers receive the author's intended meaning. 
The Rhetoric of Fiction is particularly informative for showing that 
tbere is a triangular relationship between the author's intention, his or ber 
narrative strategies, and the reader's interpretation. The problem is the 
assumption that serves as the starting point of Booth's whole discussion. The 
whole work is built on the assumption that a fictional work is the author's 
personal statement about the "developing ideas." The first question we have to 
ask he re is why authors of fictions should trouble themselves with the 
rhetoric of fiction rather than merely write straightforward treatises instead, 
since both types of writing are intended to deliver the author's developing 
ideas. It goes without saying that whoever composes a fiction indeed intends to 
convey certain ideas to readers. However, to choose the form of narrative in 
which to write is to yield oneself to a position. In this position, the author can 
only stay behind the story and expect to play a partial and indirect role in 
affecting the reader's reception. It is the nature of narrative rather than 
rhetoric that prevents any direct contact between the author and the reader. 
In the history of narrative, before authors started to compose novels as 
personal creations, narrative had already acquired its basic characteristics. 
There were myths, fables, folklores and other kinds of stories. Writing in this 
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genre, no matter what an author intends, there are sorne expectations and 
conventions that regulate rus or her writing. It is not a matter of choice but 
rather a mater of generic inheritance. For instance, readers expect that one 
feature of narrative is to entertain. Authors, such as Boccaccio, Cervantes, 
Fielding and Melville apparently had this purpose in mind while eomposing 
their works. The consideration of the reader's taste is a conspicuous factor 
affecting the rhetoric of fiction, even if it is possibly in confliet with the 
author's intention to convey bis or her ideas more directly. 
Cervantes, a founder of the Westem novel, makes a profound remark on 
the relationship between a novelist and his novel. He declares that he is not 
the father but the "stepfather" of Don ºuixote. On the one hand, the novel is 
the child of his brain; on the other hand, he insists, "1 could not counteract 
Nature's law that everything shall beget its like." Narrative has its own way of 
coming into being. A novelist cannot manipulate it arbitrarily for the purpose 
of manipulating the reader. In this sense, Cervantes c1aims that although he is 
the author of the novel, his mind only possesses "sterile, -uncultivated wit." It 
has to "beget but the story of a dry, shriveled, eccentric offspring, fui} af 
thaughts af al} sorts and such as never carne into any other imagination" (9, 
my italles). Therefore, to a certain extent, the story tells itself in the author's 
imagination, and needs the author to gain a lasting life in language, since 
otherwise it would die. However, if an author made the characters' discourses 
nothing but a chorus of his or her own voice, the story would be dead before it 
comes to life. A fictional narrative is "full of thoughts of all sorts." This is 
another characteristic of narrative. In the relationship of the author to the 
novel, the central question is bis or her relationship to the various thoughts 
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expressed in and through the novel. If fiction is only a rhetorical device 
rendering good service to the author's intentional thoughts, then different 
thoughts in a novel can only be pieces of the mosaic orchestrating the 
intended ideas. The reader should interpret them exactly in the way the 
author expects. The author's relationship to these thoughts is therefore a 
relationship between the manipulator and those who are manipulated. If this 
is the case, then a novel can only be "full of rhetorical expressions of one 
mind," but can never be "full of thoughts of all sorts." 
A narrative is a framed movement. In a narrative, instead of using 
characters, events and episodes to show his or her intended ideas, the author 
shows his or her interaction with the described characters, episodes and 
events while unfolding them. The significance of Flaubert's novels, in a 
sen se, does not lie in the way in which these works demonstrate the possibility 
of an impersonal imitation in fiction, but in the attempt to appropriate the 
author's position in the genre of the novel. Flaubert's novel s cause us to 
realize that an author of novel hardly has the power to manipulate a character 
or even the narrator as his or her own mouthpiece. \ve k.now there is an 
author who wrote the novel, but we also know that the same author has 
different intellectual and emotional reactions to the characters and episodes 
described in the novel, and that these reactions have inevitably affected his or 
her description of these characters and episodes. Therefore, with the 
narration we expect to perceive an integral relationship between the author's 
reactions and interactions. Poets may indulge their needs to express his or her 
emotions, and select and arrange episodes accordingly. In contrast, novelists 
lack this privilege. A novelist has to rely on dialogues with thoughts uttered 
in the voices other than his or her own. In the form of dialogue the making 
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of narrative provides the author with a latitude which enables the 
presentation of the authorial reactions to the described events. Instead of the 
directness of the intended ideas, what makes a narration signifieant is the 
insight which the author shows through the various dialogues. In narrative, 
the author's comments or judgments do not necessarily assume profundity. As 
a matter fact, in reading a modern novel, the reader is induced to read an 
author's direct eornments or judgments in an ironic manner. Having 
presented his or her own interpretation of the story, a novelist aetually sets up 
an example for readers, encouraging them to interpret the story as they 
understand it. In certain cases, some novelists, like James Joyce in A Portrait 
of the Artist as a Young Man, purposefully employ some textual deviees, such 
as itaties, to indicate that some particular sentences or paragraphs are meant 
to be read as if they were not written by the author and thus are free from 
context of the authorial intrusion. Furthermore, as Booth observes in using 
the concept of "the implied author, n in the novel the author understood by the 
reader is not necessarily the author who actually wrote the novel. More often 
than not, the intentions of the original author and the conceived author are 
divergente Therefore, there are at least two parts in the reader's apprehension 
which need to be disentangled if one wants to stay aware of the original 
author's intended ideas. One part involves the story and the author's 
interaction with the story; the other involves the author as conceived in the 
text and the author who is retrieved from historical references. It seems to me 
that the triangular relationship among the story, the conceived author and the 
retrieved author is a resource for interpretive energy. In this sense, it is not 
sound enough to assert that great fiction stems from the implied author's 
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ernotions and judgments (Booth, 86). 
The relationship between the narrator and the conceived author is a 
key issue for understanding the distance between the narrative and the 
author. To Booth, the implied author is the original author's "implied imagen 
(75). It indudes "the intuitive apprehension of a completed artistic whoIe," 
Le., "not onIy the extractabIe meanings but also the moral and emotional 
content of each bit of action and suffering of all of the characters." He insists, 
"the chief value to which this implied author is cOmmitted, regardless of what 
party his creator belongs to in real life, is that which is expressed by the total 
form" (73-74, the author's italics). Since it is an image based on "intuitive 
apprehension," it is thus an "interpreted imagen rather than an "implied 
image." In other words, its connections to the story and the reader are much 
stronger than the connection to the original author. Readers don't need to 
know the original author in order to build an image of the conceived author. 
What they know is the narrator, who gives them the story. The way in which 
the story is toId enables readers to locate the center at which their 
understanding of the authorial interaetions with the story merge together. 
Mostly, it is the eritie who enrie hes the reader's understanding of the link 
between the conceived author and the retrieved author. However, as Booth 
observes, in the case that the reader doesn't know what values the original 
author initially committed to the story, the narrative can still assert its 
funetion in a certain way and allow the reader to form an implied author who 
might be in a position eontradictory to that of the original one. 
The divergenee between the eonceived author and the retrieved author 
not onIy problematizes the assertion that a narrative should be understood as a 
personal expression, but also questions the extent of the original author's 
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intellectual perspective. For this divergence introduces to the reader's 
understanding of the conceived author within a broader cultural dimensiono 
In reading The Age of Innocence. we do not necessarily follow Edith Wharton's 
reminiscent and shrewdly ambivalent view when seeing the New York society 
in the 1870s. Instead, we may integrate our knowledge of the described events 
with our understanding of Wharton's attitudes and emotions to the events. 
There is hardly any evidence to confirm that the image of the author thus 
fonned by the reader is identical with the image in Wharton's own mind. 
Michel Foucault realizes that the incompatibility between the conceived 
author (which he calls the author) and the retrieved author (which he calls 
the writer) allows us to put the concept of the author in a broader cultural 
background. To Foucault, "the author do es not precede the works" (118-119). 
He or she operates as a certain functional principIe. Thisprinciple regulates 
the circulation and transformation of cultural significations related to a group 
of texts which are attributed to the author's name. "The author function is 
therefore characteristic of the mode of existence, circulation, and functioning 
of certain discourses within a society" (108). Thus, the author's particular 
thinking, emotions and ideas at a particular time while writing a particular 
fiction, is not as important as bis or her role in integrating and generating the 
social and cultural significations through the combination of all his or her 
works. 
Foucault's notion of the author is insightful. However, his argument 
contains a logical fallacy. On the one hand, Foucault maintains that one of the 
reasons that today's writing has freed itself from the dimension of expression 
is that "without being restricted to the confines of its interiority, writing is 
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identified with its own unfolded exteriority." In other words, "it is an 
interplay of signs arranged less according to its signified content than 
according to the very nature of the signifier" (102).42 Writing is an 
interplay of language. Instead of producing the notion of the author, it 
creates a space "into which the writing subject constantIy disappears" (ibid). 
On the other hand, although the author's name does not pass from the interior 
of a discourse to the real and exterior individual who produced it, "the name 
seems always to be present, marking off the edges of the text, revealing, or at 
least characterizing, its mode of being (107). In other words, the existence of 
the author is a precondition of the interplay of language. In Foucault's 
reasoning, the author mainly emerges from an understanding of discursive 
language. This is why "the author's name manifests the appearance of a 
certain discursive set and indicates the status of this discourse within a society 
and a culture" (ibid). Therefore, Foucault frrst contradicts himself in c1aiming 
that an exterior existence is necessary for the interplay of signs that is 
supposed to be "identified with its own unfolded exteriority"; then he 
contradicts himself again in insisting that the authór as a result of the 
language interplay should be the precondition of this very same interplay. 
Foucault uses sorne fiction for his examples. In the case of fiction, the reason 
that he traps himself is his ignorance of the narrator who is the medium 
between the conceived author and the retrleved author. 
There are two reasons that the notion of the narrator is crucial for 
understanding the relationship between the conceived author and the 
retrieved author. One, a narrator provides a footing for the author's 
42 The other reason, according to Foucault, is writing's relationship with 
death (102-103). 
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detachment from the narrative. This is one of the rationales for a narrative's 
freeing itself from the dimension of expression. Two, a narrator prevents the 
narrative from turning into a unconstrained language play. Within a 
narrative, there is always a narrator who assumes mastery over the thus-
organized language. It is the narrator who is identified with the narrative's 
unfolding exteriority. Without language, the narrator is invisible. However, 
whenever there is an expression of language in the form of narrative, there is 
a narrator. A narrative is a synthesis of language-embodied movements. 
These movements inc1ude the unfolding of the story; the author's interaction 
with the characters (along with their feelings, emotions and thinking), 
episodes, events in the story; the communication between the story and the 
reader through language that bears social conventions; the floating strands of 
potentiality in searching for a network of broader values; and the language 
interplay in the generic form, etc. Situated at the center of these movements 
is the narrator. A narrator is a link between the author and the language. It 
is the narrator who demystifies the paradox in the relationship between the 
author's signifying intention in using language and tIte self-derming nature 
of language as the sign of signifier. The narrator is the framing structure for 
the narrative movements. Rather than Kafka, the person telling the story of 
Gregor Samsa's transformation into an insect is the center who organizes 
various experiences around the story, inc1uding Kafka's own experience. The 
existence of the narrator grants the narrative the possibility of transcending 
the limits of the author's personal experience by intemalizing these various 
experiences in a broader cultural extent. 
The issue that immediately follows the given detachment of a narrative 
from its author is the question about the reader's relationship to the narrative. 
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The complexity of the relationship between me author and the narrative 
opens a way for me reader to participate in me creation of meaning. For in 
each particular case me notion of me conceived aumor largely relies on the 
mind of the particular reader. 
It requires no audacity to caH the recent decades "the age of 
interpretation." Umberto Eco gives us an interpretive mold that responds to 
the absence of a direct relationship between the text and the author. He says: 
In me course of such a complex interaction between my 
knowledge and me knowledge 1 impute to the unknown aumor, 1 am not 
speculating about the aumor's intentions but about the text's intention, 
or about me intention of that Model Aumor mat 1 am able to recognize 
in terms of textual strategy. (69) 
In other words, the reader assumes the decisive power over the text, even 
though the interpretation is still constrained by the "textual strategy. n 
Stanley Fish goes even further in mis direction. In Eco's argument, since the 
text sustain no meaning in itself, but sorne strategy which affects the reader's 
. 
reading, it mainIy serves as a midway station. Based on this same logic, Stanley 
Fish argues, "there is no such thing as literal meaning, if by literal meaning 
one mean s a meaning that is perspicuous no matter what me context and no 
matter what is in the speaker's or hearer's mind" (Doing What Comes Naturally 
4). Since the text's connection to the author is not as reliable as one used to 
presume, the power of producing the meaning naturally falls into the 
interpreter's hand. In Fish's theory, what is important is what he calls 
"interpretive communities." Interpretive communities are institutions in 
which readers from the same group share the similar interpretive strategies. 
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An interpretive cornmunity regulates the power of interpretation by setting 
limits on the mental operations a reader can perform (Is There a Text 331). 
Both Eco and Fish's theories ignore the existence of the narrator and give the 
reader the decisive interpretive power. Now, let's Urst examine the notions of 
textual strategy and interpretive cornmunities respectively, in order to clarify 
the relationship between the narrator and the reader. 
Eco's postulate I have just quoted is recent (1990, in bis Tanner Iectures 
at CIare Hall, Cambridge). In it he raises the notion of the intention of the text 
in order to seek a middle ground between the intention of the aUthor and the 
intention of the interpreter (25). The intention of the text incorporates itself 
into the textual strategy to produce a "model reader" in order to grasp the 
"ModeI Author" (66, 69). If the empirical author is the author of the text, then 
the Model Author is the author of the text's meaning. Now the q uestions are, 
what exactly is the textual strategy and why Eco needs a model reader and a 
model author to act as a midwife that delivers the text's meaning. 
Eco points out that textual strategy is a linguistic object. It functions 
through unconscious mechanisms which he calls "serendipity" (85). 
Therefore, it is basically a semantic strategy but with an emphasis on its social 
and cultural implications. Eco maintains that, as a complex strategy of 
interactions, it demands readers' competence in language as a social treasury. 
By social treasury, he mean s "not only a given language as set of gramrnatical 
rules, but also the whole encyclopedia that the performances of that language 
have implemented, namely, the cultural conventions that language has 
produced and the very history of the previous interpretations of many texts, 
comprehending the text that the reader is in the course of reading" (67-68). 
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Obviously, the model reader is conceptually a reader who assumes full 
competence over the language of the text; and the model author is 
conceptuallya product conceived by the model reader in the light of bis or her 
cultural norms. 
Although Eco now is eager to stress the cultural convention in order to 
introduce the tacit agreement between the author and the reader and to tone 
down the reader's understanding of linguistic meaning, theoretically by 
raising the concept of the text's intention he does not reduce the arbitrariness 
of the reader's interpretation to any extent. For with or without theoretical 
explication, readers always read a text within the context of their cultural 
conventions. There is no constraining power from the text's side. At the 
bottom line, what the text stands for in the reader's mind is still the interplay 
of language. Since the empírical author has already faded into background, 
how to arrange this interplay is left entirely to the reader. There is obviously 
a paradox in the logic of this line of reasoning. On the one hand, the person 
who has the power to affect the reader's apprehension of language is 
supposedly the model author; on the other hand, the model author should be 
the result of the model reader's comprehension of language. In other words, 
the model author should be the one who is intrinsically aligned with the text, 
but instead turns out to be a creation of the model reader who is outside the 
texto The notion of the text's intention can hardly gain ground with this 
logical paradox. 
Arguing with Eco, Richard Rorty tries to avoid this paradox by going to 
one extreme. He grabs the notion that text is a linguistic product and hence 
advocates bis own pragmatic viewpoint. Rorty claims that in a text sentences 
are connected by "various labyrinthine inferential relationships." Logically, 
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one can only check a sentence against other sentences but not against an 
object. Therefore, the text of an encyclopedia has nothing to do with the 
referred objects so far as we are taIking about its internaI or external 
coherence (100). Rorty asserts, "the coherence of the text is not something it 
has before it is described, any more than the dots had coherence before we 
connected them" (97). The textual mechanism is merely a fiction of 
structuralism. For pragmatic purposes a reader may interpret a text in any 
way he or she wants. In Rorty's words, "reading texts is a matter of reading 
them in the light of other texts, people, obsessions, bits of information, or what 
have you, and then seeing what happens" (lOS). He advocates using but not 
interpreting a texto Rorty be1ieves that the pragmatist is entitled to use the text 
arbitrarily, because textual1y language merely consists in unorganized 
"marks" (98). Seeing texts merely as linguistic objects is the rationale of 
Rorty's theory. In bis theory, there is no other bond among these "dots" but 
their linguistic relationships. Only the reader has the power to connect 
individual words, phrases, sentences and discourses on a level higher than 
their semantic connotations. 
What puts Eco's notion of the text's intention into its predicament is the 
lack of a centrípetal force by which a text can hold itself together as a whole. 
In his scheme, the reader is in a direct relation to the text's language on its 
linguistic leve!. In other words, the reader is experiencing the text sentence 
by sentence, without conceiving the center that subordinates all sentences as 
parts of the whole. If we free ourselves from the linguistic viewpoint, we can 
see that when the reader encounters these sentences, these sentences have 
already been sematically connected within the textual frame. The composition 
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of a narrative proffers a text's potential meaning. This meaning goes beyond 
what semantics can say about the linguistic elements involved. What sustains 
the linguistic elements in a unit and brings them to a level aboye sematic 
explanation is the existence of the narrator. 
The reader's participation is necessary for the explication of the 
meaning of a texto One thing the reader brings into play in making meaning 
is the consciousness of genre. Starting to read a novel, a reader either knows 
that this is a novel, or is rerninded by the text itself that it is a novel. Given the 
knowledge of what a novel is, the reader is tempted to attribute every sentence 
to a posited narrator. Around the axis of the narrator, these sentences are 
organized into the unit of "story". The existence of the story demands that the 
reader connect each sentence to other sentences in the frame of the story. 
The narrator's vantage point influences the way in which the reader 
deciphers the linguistic meaning of the sentences. In this paradigm, the more 
the reader reads, the clearer the narrator becomes; the clearer the narrator is, 
the more coherent a story gets to be; the more coherent the story is, the do ser 
the reader goes to the projected vantage point. From this vantage point, the 
reader may understand the linguistic units in a way other than gained by 
reading them without the frame of story. In a narrative text, the linguistic 
elements are not "dots" but are internally connected. What connects them 
within the text is not the textual strategy but the narrator. 
The narrator is a necessity for making the narrative genre. To neglect 
the existence of the narrator would certainly jeopardize the effort to establish 
a coherent theory of narrative. Roland Barthes's S/Z is an example of this. 
Barthes maintains in this work that, due to the endless line of readers who 
inevitably encounter the plurality of entrances, the opening of networks and 
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the infinity of languages, a text must intrinsically bear its plurality in 
reaching its totality (5-6). Barthes is very convincing on this count. As he 
has shown through bis analysis of the particular text, Balzac's Sarrasine, the 
realization that the elementary uníts of language have interimplications 
indeed subverts the closure of the reader's understanding of the culture by the 
references to different types of knowledge entailed by the very same language 
(20). However, there is a negation of the generic constraint a literary text 
must bear when Barthes carries out his writing-degree-zero postulate. Barthes 
claims that a text is "a galaxy of signifiers, not a structure of signifieds" (S). 
Put yet another way, these signifiers are not the words whose meanings are 
defined by a dictionary. As Barbara Johnson points out, "Barthes lays out a 
theory of literature based on a split between the classic notion of a work 
(oeuvre)--considered as a closed, finished, reliable representational object--
and the modern notion of a text-considered as an open, infiníte process that 
is both meaning-generating and meaning-subverting" (40). However, as 
Barthes shows in bis own analysis, it ís ímpossible to interpret a text without 
considering its generic identity. There is no way to ignore the existence of the 
narrator in analyzing a text that is a narrative. A text might be a process in 
which the interplay of signifiers can be reconstructed in different ways 
according to different reading schemes. This is a theoretical assumption based 
on the linguistic approach initiated by Saussure. However, there are certain 
generic constraints each text bears that are beyond the scope of linguistic 
analysis. In a narrative, as Barthes suggests, the narration does not turn the 
signifier into the signífied and is not a structure, grammar or a logic (6). It is 
a movement, or, as Barthes observes, a gradual order of the narrative sequence 
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(30). However, what regulates the narrative movement is not, as Barthes 
insists, merely the externaI "reading eye" (lbid.). In reading a text, when 
readers conceive the signifiers and turn them into the signifieds, they also 
conceive the way in wbich the narrator has translated the signifiers into 
signifieds. If, as Barthes stresses, a word always has its multiple meanings, in 
reading a narrative, the reader's choice of a particular meaning of the word is 
attuned to and attested by the narrator's understanding. For Barthes, it is the 
listener's ear that brings the tonal unity to the melody of music; likewise it is 
the reader's interpretation that brings the semantic, cultural and symbolic 
codes into play (Ibid.). Taking its generic characteristics into consideration, 
we may add that in reading a narrative, the narrator is the one who performs 
the role of the conductor. The narrator mediates between linguistic units as 
the signifiers and the reader who turns the signifiers into the signifieds. As a 
matter of fact, in S/Z, Barthes often focuses on the narrator's strategic 
arrangements, and extracts certain connotations of some verbal expressions 
by exposing their linkages to the relevant verbal expressions. In the 
relationshíp to both the author and the reader, to a certain extent it is the 
narrator who endows the text of a narrative with the power to gain its 
autonomy. 
In this regard, let us move lO Fish's notíon of the interpretive 
communities in order to see how narrative can maintain its autonomy. Fish 
stretches reader-response theory to its logical limito Earlier he devoted the 
book-Iength study Surprised by Sin to elucidating how the writer employs 
textual arrangements to stimulate the reader's imagination and actualize the 
authorial intention; this stimulation is part of how the reader responds to the 
texto Later he renames bis theory "reader-oriented anaIyses" instead of 
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"reader-response criticism" (ls There a Text 12). After "Interpreting the 
Variorum" in 1973, in his theory the text no longer is an independent object 
that to which the reader will have a certain kind of response: "the text and the 
reader falI together" (lbid.). The text then is the product of the reader's 
interpretation (16), but is not the physical data waiting for the reader's 
interpretation (334). A new way of reading creates a new text (180). There is 
no such thing like the text that directs the reader's perception and 
understanding. It is the reader who adapts certain interpretive strategies and 
organizes the whole reading experience. The interpretive cornmunities 
provide the interpretive strategies for a given reader. 
Fish's theory, as Eco's, postulates a competent reader as necessary for 
generating a text's meaning. Since Fish believes that textual coherence both 
begins and ends in interpretation, he puts more effort on elaborating the 
concept of the reader. Eco calls his reader the "model reader"; Fish, on 
different occasions, names his reader using different terms, such as "ideal or 
idealized reader," "informed reader" (ls There a Text 48), "optimal reader," 
"intended reader" (160), or "at-home reader" (161). By these names he 
indicates that the reader needed for his theory shouId have acquired enough 
linguistic and literary competence to share certain assumptions and 
procedures in a certain interpretive cornmunity. In the reading process, the 
reader is supposed to have complete mastery over language, possess certain 
interpretive codes, strategies and routines, and be equipped with adequate 
knowledge of the background and previous hermeneutic interpretations about 
the text in question. Besides personal dispositions, a reader must occupy a 
certain position in society and work in a particular cultural setting. Moreover, 
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readers are always endowed with certaín interests and goals when choosing 
and interpreting their particular texts. 
For Fish, a literary work provides a condition for the reader to integrate 
the above-mentioned potentialities into reality. He maintains that readers 
themselves are products of the constructing process. The act of reading not 
only produces the text, but also constitutes the reader. Both the text and reader 
fall under the larger category of interpretation (Is There a Text 17); "the 
reader's experience is itself the product of a set of interpretive assumptions" 
(147). Related to a literary work, the reader is situated at the axis of several 
sets of referentials. Each set of these referentials, on its own terms, can be 
explaíned by its own principIes, such as political, sociological, anthropological, 
psychological or linguistic principIes. However, in a particular process of 
reading, these referentials form an interdependent pattero that counters the 
unilinear reasoning based on the principIe of one single non-literary 
discipline. As a whole this organized entity has its own eharacteristics. The 
sameness or similarity of these charaeteristics renders assistanee in dividing 
readers into distinguishable groups. These groups are what Fish ealls the 
interpretive cornmunities. 
In Fish's view, most methods applied to literary study so far are 
transplanted from non-literary disciplines. They operate at the abstraet level 
(ls There a Text 30). Therefore, he remarks, "what is required, then, is a 
method" (32). When we talk about the reader, we should always keep in mind 
that the reader should be the one who is aetually reading a text at a particular 
time. Out of this context, there is no reader we should discuss. A reader is 
always in a temporal dimensiono Fish insists, "everything depends on the 
temporal dimension" (159); and "a critie must learn to read in a way that 
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multiplies crises, and must never give a remedy in the sense of a single and 
unequivocal answer to the question" (Doing What Comes Naturally 137, the 
author's itallcs). Reading is a multidimensional process. The reader is the 
center of this process. In Fish's words, the informed reader is the "control" Os 
There a Text 49). For reading itself is a succession of acts performed by the 
reader in choosing more valid assumptions, in order to interpret the texto 
In Fish's theory, the concept of interpretive cornmunities falls under 
the category of institution. Fish maintains that the institutions in which we 
are already embedded set limits on the mental operations we are performing 
(ls There a Text 331). Readers are not free agents. Potentially they have the 
ability to interpret, for interpretation is constitutive of being human. But, 
how to interpret is a skill one has to learn in a given circumstance (172). The 
way one interprets makes things different (28), and an interpretive method is 
rooted in an interpretive cornmunity. For "the self does not exist apart from 
the cornmunal or conventional categories of thought that enable its operations 
(of thinking, seeing, reading)" (335). Fish calls a reading group a 
"interpretive" community because a interpretive community is not simply a 
social, cultural, moral, linguistic or literary group. It is actually an 
interpretive matrix; an assemblage of the codes shared by the readers in the 
same group; a pattern of combining these interpretive codes; an institutional 
situation constituted by a set of already-in-place concerns; a viewpoint or way 
of organizing experience; a system of intelligibility; or, in Fish's words, an 
"institutional nesting" (308). The grouping of interpretive communities 
depends on the reading of a particular literary work. Members of a 
community have their tacit agreement on reading and understanding 
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particular texto They most likely wiIl reorganize themselves into different 
groups when turning to another work. A person stays in a community only 
temporarily. Whenever a reader has improved his or her skill and situation, 
he or she automatically transfers to a different interpretive community. 
Fish's theory also contains an internal paradox. On the one hand, as we 
have seen, the notion of interpretive communities is the bedrock of his theory. 
And an interpretive cornmunity is an "institutional nesting" built on the 
interpretations of a particular texto In other words, the text must have its 
inner gravity pulling the interpretive strings. On the other hand, the starting 
point of Fish's theory denies the existence of texto To Fish, the object of 
interpretation is the reader's biased version of the text but not the text itself. 
This version is biased by the reader's personal interests and goals. Without the 
perception or interpretation issued by the reader, there is no way to recognize 
and verify any intention in the texto In the epistemological perspective, of 
Fish's modeI, there is no neutral mechanism of adjudication between language 
as the stimuli and the recognition of the represented things as the response 
(Doing What Comes Naturally 16), and it is impossible. to have an objective 
observer who couId reflect the world without the adj ustment or distortion of 
his or her perception, as the perception is inevitably biased by his or her 
interests. Therefore, there is no universal version of any thing in the world 
which could be accepted by everyone. Fish insists that "mediated access to the 
world is the onIy access we ever have" (80). Thus, what we normally consider 
a text is only inert brute facts. The texts Fish indulges are the texts "that 
emerge as the consequence of our interpretive activities" (ls There a Text 13). 
Each reader has his or her own text of the same brute work; "the text has 
become an extension of the interpretive disagreement that divides them" 
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(340). If this is the case, then the question becomes, how do the readers in the 
same interpretive community come to the same brute text in the first place? 
What leads Fish's argument into its self-contradiction is his use of the 
differences among the readers' perceptions of the same text as the reason to 
deny the integrality of the texto If we accept Fish's daim that before a literary 
text beco mes the object of aestbetic appreciation, it has already been the 
product of the interpretive act, then we have to admit tbat altbough the 
interpreter's bias does affect the perceptíon of the text, as far as the text has its 
inner connection to connect the "brote facts," the text still assumes a great 
power to regulate the reader's attention. If the value of a text is essentiaUy 
created by interpretive strategies, we need neither Cervantes nor James Joyce 
but only sorne masters of the craft of interpretive strategy. In my opinion, the 
reason that Fish puts so little weight on the integrality of the text, is beca use of 
the influence of the linguistic approach still prevailing in the contemporary 
literary criticismo For one thing, in Fish's theory, like Eco's, in the case of 
narrative there is also a negatíon of the existence of the. narrator who controls 
. 
the organization of linguistic elements and thereby should be considered an 
indispensable medium between the "brute facts" and interpretation. However, 
Fish's notion of interpretive communities may enrich our understanding of 
the narrator, if we acknowledge that the narrator maintains the integrality of 
a narrative text and that a text is a center around which readers organize their 
interpretive experiences. There are at least two points to be made here. 
First, Fish's argument helps us realize that the perception of a narrator 
is not fIXed. In Fish's model, what characterizes the text is the reader's attitude 
rather than the elements within the texto A text mus falls within the specific 
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contemporary context in which the reader is living rather than the historical 
context in which the author was writing. This implies that instead of the 
normative system in the author's time incorporated in the text, we ought to 
shift our emphasis onto the contemporary intelligibility embodied in the 
reader's understanding of the texto To a certain extent, as we have seen, 
readers' biased perceptions indeed modify their conceptions of the text, 
including that of the narrator in a narrative texto On a historical scale, over 
generations the differences among readers' perceptions result in an evolution 
of the reading consciousness. Since the formation of the narrator comprises 
the reader's perception in reading the narrative, the narrator actually grows 
up through the generations. Even in the Narrative of the Life of Frederick 
Douglass. An American Slave. Written by Himself, where the narrator is 
identified with the author--because of the advances we have made in the 
consciousness of humanity and of the race problem, the growing sympathy 
with the human suffering, the deepened understanding of the struggle against 
injustice, the increased distance from the historical situation, and the acquired 
knowledge about the genre of autobiography (such as the recently-explicated 
double presence of the self acting in the past and of the self writing in the 
present), and the questionable truthfulness in choosing a particular angle to 
select materials and make stories, etc., because of the joint effect implemented 
by these factors on the reading consciousness-the Douglass in the Narrative 
we noweoneeive deviates significant1y from the Douglass eoneeived by his 
contemporaries. Nevertheless, modifications can only funetion as 
modifications. Douglass is still Douglass. The narrator within the text still 
assumes a formative power. No one would misconceive him as a slave-holder 
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The second lesson we may learn from Fish's notion of interpretive 
cornmunities is to see a literary text itself as an institution that bears multiple 
layers of interpretations, and the narrator as this institution's host. In Fish's 
model, the reader is an amalgamation of the relevant knowledge existing at the 
the time when contacting a particular texto The competence of the 
interpretation líes in the integrality of this amalgamation. This competence 
cannot maintain its vitality if it is analyzed in such non-literary way by a 
philosophical, political, psychological or sociologicaI approach. The 
accumulation of this type of knowledge is a particular portio n of human 
inteIligibility, and the text is the root and magnet in generating and 
sustaining this type of knowledge. Therefore, no matter how reluctant Fish 
might be in pursuing his argument in this direction, conceptuaUy the text is 
the only way to carry out the institutional function of connecting the relevant 
interpretive consciousness and stratifying tbis particular type of knowledge 
through its received interpretations. 
In the case of a narrative, new readers negotiate their attitudes to and 
understandings of the narrated events through their new readings of the 
story. The narrator possesses the formulative power of the story. When 
readers start to read a story, at every step when they gather data from the 
linguistic units in order to anticipate the development of the story, they 
mentally talk with the narrator about the pIot of the story and the [ate of the 
characters. They may silently argue with the narrator, wishing that the story 
could be told in other ways, but they cannot impose their intentions upon the 
reading of the text to the degree that the narrator loses control of the story. 
Readers reach an agreement with the narrator in their own interpretations of 
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the story. New readers coming to the scene aH follow the same procedure. 
However, at the end of the reading, beside the tension between the narrator's 
intention and the reader's intention, based on the discrepancy of 
interpretations, the new readers al so find that they are in conflict with the 
readers who carne before them. The discrepancy between interpretations 
marks an evolution in the reading consciousness of this particular story. If 
one tries to isolate the reader or the interpretive strategy from the narrative, 
the coherence of the procedure is ruined. The metamorphosis of the reading 
consciousness always attaches to the narrator who is the center of the 
narrative text; and the narrative text is framed by the existence of the 
narrator. In other words, if we see the interpretive act as a performance of 
human in telligibility, and the negotiation of different interpretive acts as a 
communicative network, then in the case of narrative, we may say that the 
narrators of various narratives function as the knots in this network. 
The relationship of a narrative to its author and reader show the 
double-faceted nature of the narrative. On the one hand, a narrative is 
relatively autonomous. Neither the author nor the reader is capable of 
manipulating it to the extent that the narrator loses the control of the story. 
On the other hand, a narrative is a piece in the world of texts, which link it to 
sorne deep human interests. Textual closure is not the end of the contained 
narrative rnovement. In many narrative masterpieces, such as James Joyce's A 
Portrait of the Artist as a Young Man and Cao Xueqin's Dream of the Red 
Chamber, the story's ending is not the solution to the problems rnanifested by 
the narration. A textual enclosure provides a pattern in which the rnovements 
of actions and consciousnesses interact in a certain way. This pattern 
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embodies the author's intention and gives the reader a starting-point to orient 
his or her imagination in reading the story. The narrator is the one who 
sustains the conflicts of human interests and various consciousnesses by 
telling the story. The narrative that contains these conflicts is not merely the 
representation of the social context at the time in which it was written. Given 
these embodied conflicts, the narrative itself is a constituent link which 
engages these conflicts in a rather complicated way. The narrator's 
perspective is the internal structure that brings the conflicts of interests and 
consciousnesses into being. This perspective offers us an insight into the 
situation, as well as a foundation on which each reader can add a new layer in 
order to construct the last monument of humanity. 
The Narrator's Perspective and the Structure of Narrative: 
Henry James 's The Portrait of a Lady 
The narrator's perspective gives a narrative its internal structure. It 
allows the reader a full imaginative stretch in tracing the pIot of the story and 
the development of the characters' personalities. A narrator is a novelist's 
artistic designo However, in a narrative, the narrator's perspective functions 
as the framework. It gives the reader a certain insight when absorbing the 
story. It also provides characters with a space in which they may maintain 
their own viewpoints even in the face of the author's reluctance to accept 
these perspectives. In this section I will use Henry james's The Portrait of a 
Lady (hereafter The Portrait for short) to discuss how the narrator' s 
perspective functions as the interna! frame of a narrative. 
The narrator's perspective is essential to the application of the 
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narrative strategy named the "point of view". The point of view is a central 
interest for Henry James both in his fietions and in his theory of fiction. An 
early anonyrnous review of The Portrait observes that this novel employs an 
"analytical method." This method aUows a dialogue which "is only meant to 
afford the personages an opportunity to develop each other's character" (3: 
120). As Joseph Warren Beaeh also points out, James always tries to avoid 
employing an omniscient author and a first-person narrator. This is his 
"slovenly way of telLing a story" (56-57). In other words, James restrains 
himself from directly giving the reader information, and yet he aIso escapes 
the restrietion of just one eharacter's experienee. The author can teH the 
story from the viewpoints of different characters, and constantly shift the 
spotlight (57-58). Although Jam~s sometimes relies on an "imaginary 
spectator" to assume a highly objeetive tone, the happiest way of his telling 
story consistently is, Beach tells us, "one whieh admits our following more 
closely the thoughts and feelings of his charaeters" (60-61). This remark is 
significant. However, there a question remains: is the "imaginary spectator" 
. 
the narrator? 
The narrator is an essential concept for understanding how a narrative 
made. To acknowledge the existence of the narrator is to aeknowledge a special 
way of interpretation. For as we know, the narrator is the one who conneets 
the author to the characters as well as the reader to the author. Readers see 
things through different characters' eyes, but the arrangement of these 
different viewpoints is aecomplished by the narrator. The eharacters may 
rebel at the roles the narrator assigns to them, but the conflicts can only 
happen within the overall structure cast by the narrator's perspective. Even 
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if The Portrait is "a novel which describes a fall from innocence" (Chase 154), 
and is intended to profIle "the evil embrace of Giben Osmond" (Powers 84), or 
even if it should be seen as Isabel's self-justification, especially to justify that 
"a woman can give up being a girl to become a lady without giving up being 
herself" (Weisenfarth 18), it is apparent that we conceive the thematic idea 
through but not merely through one person's view such as that of Osmond or 
Isabel, that reflects the thoughts and feelings of this one particular character. 
Narrative is an orchestration in which the narrator is not only a 
performer but also the conductor. Mary Cross feels that whether or not there 
is an narrator in The Portrait is not importante She argues, "James frames The 
Portrait in a cross-referencing gleaned from the connotations of words that 
his style and sentence patterns exert their best efforts to elicit" (47-48). This 
may be the case, but 1 see it differently. In this section, 1 intend to present a 
close reading of the novel, and try to outline the narrator's perspective and 
the interplay between the narrator's viewpoint and the characters' 
viewpoints. In doing so, 1 hope 1 can prove that the narrator's perspective 
gives the narrative ¡ts internal structure. Whenever po~sible, 1'11 try to show 
how the surface of the internal structure may help us to explain sorne puzzling 
questions we have often encountered in reading the novel, such as why Isabel 
decided to marry Osmond instead of Goodwood or Warburton, why she suffered 
willingly after she had married, why she fmally disobeyed Osmond's wishes 
and went to England to see Ralph, and why in the end she stilI went back to 
Rome. 
The need for narrativization, as Catherine Riessman observes in her 
case study, often arises from the attempt to grapple with a predicament, such 
as a breach between ideal and real, self and society (3). To assume the role of a 
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narrator in the form of a narrative enables one to translate one's own 
personal experience into an object of contemplation. Also, in transforming 
one's personal experience into the narrator's story, one may extend one's own 
personal experience into a wider range of human interest and reach a 
different level of profundity. In the case of The Portrait. we know that one of 
james's intentions at the time when he wrote the novel was to create a female 
Christopher Newman, that he had personal attachments to the living persons 
upon whom he had probably relied while creating his characters, that he was 
deeply concemed about the conflicts between the American values and the 
European tradition, and that just as he was writing the novel, he was frustrated 
by the separation from his brother and annoyed by the attacks on his newly-
published book Hawthorne. However, the novel's significance goes far beyond 
the author's personal interests. 
In creating a novel, the author yields control of the story to the 
narrator. While reading The Portrait one may feel that as if james is siting 
among his readers, expecting them to experience the same feelings he himself 
. 
is having in contemplating the portrait. A novel both is and is not a personal 
s tatement. The author expects the novel to evoke certain emotions and 
thoughts, but cannot simply replace the narrator and urge the reader to have 
the emotions and thoughts he or she expects. Authors are the creators of 
narrators, but they need to create them with subtlety. It is the narrator who 
casts a perspective over the narration and allows full play to the viewpoints of 
the different characters. In The Portrait, it is only through the narrator that 
james is able to convey a universal concern: the doomed struggle with one's 
own fate. This concern presents itself to the reader as the narrator's 
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perspective from which the story is toldo 
There are at least two questions which go into the making of the 
narrator's perspective. One is the identity of the narrator; the other is the way 
in which the narrators perspective is presented. 
The identity of the narrator, according to Wallace Martin's Recent 
Theories of Narrative, has been a source of controversy for more than twenty 
years in regard to the issue of the point of view (134). One thing that has 
caused confusion is the usage of the linguistic indicator "I." As Martin points 
out, among the categories related to the point of view, such as the author, the 
implied author, the authorial narration, the third-person narration and the 
first-person narration, what marks the demarcation is largely the 
consideration of whether or not the word "(" appears within the text (135). 
This standard itself, it seems to me, is rather confusing. The word "1" in a 
narrative does not necessarily refer ro the author. Since we are mostly talking 
about fienon, "1," more often than not, indica tes a fictional crearíon rather 
than an actual human being. Just as the narrated characters, in a narration 
the narraror is also a product of the author's imaginatipn. If narrators have 
their own identities, they certainly have the right to use "1." There is no 
reason to attribute every "1" to the author. In sorne novels,43 the authors 
purposely introduce their personal lives into the texts to remind readers that 
whatever "1" have said stands for the authorial voice. However, this is an 
exception that doesn't prove the rule. Looking at The Portrait, it wouldn't be 
difficult to fmd that the narratorial connection of "1" to the narrated events is 
much stronger than its linguistic bond to the author, James. 
43 Such as Ken Kessey's Sometimes a Great Notion. For instance, he 
purposefully introduces his father's Navy experience (in Chapter Eight) as a 
way to indicate that there is a bond between the author himself and the "I." 
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The Portrait, as the title indicates, is rneant to be a portrait. However, it 
is a portrait that contains its painter. Both the narration and the narrator are 
the author's creation. The "1" in the text is the painter-narrator. There is 
hardly a c1ue suggesting that this "1" is James himself.44 The way the 
narrator sees things is not necessarily the way James does. There are about 
fifty instances of the I-narrator occurring in the whole texto The verbs that 
describe the narrator's acts give the impression that he is trying ro sketch the 
portrait in as objective a way as he can. "1" always "say" (123), "atternpt to 
sketch" (17), "quote" (183), "speak of" (describe as, 109), "count over" (164), 
"picture" (177), "repeat" (94, 240), "mention" (266) and "narrate" (419). If the 
I-narrator is making sorne speculation, he often explains that "1 have already 
had the reason to say" (378). He intends to "maintain the phrase in the face of 
fact" (123). The narrator also assumes the prono un "we" (which occurs about 
thirty times) in order to emphasize that he hirnseIf is on the reader's side. He 
reminds the reader of what "we" have already touched upon, learned or seen 
(73,95, 177). He speaks for the reader, saying that "we" .know more about the 
• 
characters than they do themselves (280). The narrator suggests that "we" 
should make a guess based on what "we" have already learned (215,413), and 
44 Actually, James puts bis own words in the mouth of Ralph instead of that of 
the I-narrator. For instance, in his notebook James states, "The idea of the 
whole thing is that the poor girI, who has dreamed of freedom and nobIeness, 
who has done, as she believes, a generous, natural, clear-sighted thing, fmds 
herseIf in reality ground in the very milI of the conventionaI" (15). In The 
Portrait, on his deathbed, Ralph directIy express as this authorial norion, 
partIy repeating it word by word: "You wanted to loo k at life for yourself-but 
you were not allowed; you were punished for your wish. You were ground in 
the very mili of the conventions" (470). 
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that "we" need to pay attention to the episodes "we must remember" (320). It is 
interesting to notice that in those descriptions of the scenes in which Giben 
Osmond and Madame Merle are planning the intrigue to trap Isabel as the 
victim (Chap. 22-26), the narrator seems to make a strenuous effon not to be 
left alone and employs the plural "we" constantly, as if he also wants the 
reader to be a witness in watching this unbelievable treachery and these 
crucial moments in the development of the plot. The narrator himself explains 
why there should be a first-person observer standing outside of the ponraits. 
He says, "1 can only give it to you as 1 see it" (260). However, in order to see 
we need two things: a focalized entity capable of absorbing insights coming 
from different angles, and a peculiar way or ability that both grants and limits 
the entry of these insights, much as light is mediated through refraction. In 
other words, a narrator is the observer and the narrator's perspective is the 
way things are observed. 
We should not expect the narrator's perspective to be stated 
conspicuously. In a sense, the narrator's perspective is the peculiar way in 
which the various characters' viewpoints are fabricated into a unity as the 
story unfolds. In The Portrait, the narrator sometimes indeed tries not to be 
unobstrusive and overtly states his own opinion. However, by and large, these 
overtly-expressed opinions function mainly as referentials, mapping out an 
individual viewpoint in which the characters' viewpoints are narrated. 
Therefore, the narrator is teIling us that his own eyes are also biased. 
One striking impression one may get from the opening scene of The 
Portrait is the ambivalence of the narrator's attitude toward the "peculiarly 
English picture" he is sketching. This was "an admirable setting to an 
innocent pastime," a scene of fine taste and rare quality built on old money 
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and cherished by a civilization with a long history. However, this setting 
reflected a splendor of afternoon in which the vigor of the old tradition had 
already "waned." The seeming eternity of pie asure now expresses itself 
merely in the "sense of leisure." The persons who take pleasure from things 
of the "fmest and rarest quality" become only so "indifferent." The symbol of 
this perfect scene is the house that, as we leam, is a refmed establishment 
imprisoning the Uves of both the old and the young Touchetts (17). This is the 
setting in which the drama starts. The narrator's attitude in describing the 
setting acts as the central viewpoint that sees the story unfolding. Whether or 
not this is James's own attitude is not the issue here. What concerns us here is 
how the narrator's attitude affects the narration. 
The Portrait has been widely called a psychological novel. However, 
there is only a very small portion in the novel that presents direct 
descriptions of characters' mental activities, such as subjective feelings and 
private thoughts. Most of these mental activities described are Isabel's, a few 
are Ralph's, and one or two describe Osmond and Rosi~ respectively. Beyond 
• 
this t almost all the psychological activities we have conceived are indirect 
observations, observed by the narrator as well as by other characters. Each 
character's image is projected at center of the overlapped impressions given 
by the other characters. Each character's account of the other characters is 
tinted by the narrator's panoramic view in telling the story, and contrasts 
with the narrator's own accounts of these same characters. 
Isabel Archer is certainly the central figure in The Portrait. As James 
tells us in the Preface, she is the "gem" of the whole narrative project (4). 
Isabel is an innocent, beautiful, intelligent and charming girl who longs for 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
HE 
her independence. Morally, readers want Isabel's fate to be valued higher 
than the novel seems to value it. However, if we try to find where our 
impressions of her innocence and her desire for freedom come from, it is 
interesting to notice that under the same names of innocence and freedom, 
different characters in the novel imply different things when they talk about 
Isabel. And these implications are apt to pass unnoticed. In addition to this, 
there is still a discrepancy between characters' comments and the narrator's 
own opinions. For instance, almost everyone in the story gives us the 
impression that Isabel is a beautiful girl. By contrast, the narrator stresses 
her intelligence. In introducing Isabel, he particularly points out that Isabel 
is not as pretty as her sister Edith. In general, she surpasses her sisters by 
being intellectually superior (37). She is beautiful, but the impression of 
beauty other characters conceive of her is misleading in the sen se that this 
impression conceals her inner strength. Osmond is attracted to Isabel's 
innocence and beauty and thus drags her into a marriage that turns out to be a 
tragedy for both of them. One of the seeds of this tragedy is his ignorance of 
Isabel's intelligence and her strong wish for freedom. there is a conflict of 
the viewpoints by which different persons see the same thing through 
different experiences. There is also a difference between the narrator as an 
outside observer and the characters as personally-involved actors. This 
conflict and difference lay the groundwork for the dramatization of the 
narrative. Now, let us examine Isabel's innocence and her longing for 
freedom more closely, in order to elucidate this point a little further. 
Isabel's innocence is mainly exhibited by her falling victim to Madame 
Merle and Osmond's fortune-hunting scheme. The narrator lays open the 
intrigue to the reader even before Isabel has a chance to know Osmond. 
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Ironically, almost everyone knows she is the prey for the trap set up by 
Madame Merle and Osmond. It is only Isabel who sees this matter differently. 
In the other characters' eyes, she is trapped because she is innocent. It is true 
that at this time the magic of money has not yet polluted her soul. When Ms. 
Touchett f"mds Isabel in Albany, the narrator dwells particularly on her 
ignorance of her fmancial situation. Isabel tells her aunt, "1 am not stupid; 
but 1 don't know anything about money" (35). This description certainly 
affrrms the reader's conviction of her innocence. However, this is only one 
side of the irony that evokes a deeper understanding of the affaire At the time 
when Isabel makes up her mind to accept Osmond's proposal, she is fully aware 
of the possibility that she is a potential target for fortune-hunter. The 
narrator grants her a period of several months that was "an interval 
sufficiently replete with incident" (264). Whether or not Isabel's decision is 
pathetically wrong, the decision itself is not a decision of le coup de foudre. 
She has plenty of time to think about this marriage. The Countess Gemini 
explicitly tells Isabel that she has something to reveal aoout the evil side of 
, 
Osmond's personality. In addition, Isabel herself has already heard almost all 
these possibilities from different persons like Ralph and Mrs. Touchett, 
including the possibility that Osmond is after her money. However, she stiU 
believes that she could not be an easy victim. Isabel's viewpoint forms 
another axis of the story as established by the narrator, and it is not merely a 
point at which one may easily fee! sympathy for a deceived girl. To a greater 
extent this axis is a point where one may clearly conceive the failure of a soul 
that struggled to elude societal impositions but could find no safe place to 
which to escape. 
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Characterization is a major narrative arto In the process of 
characterization, the characters form their own opinions of themselves. These 
opinions do not necessarily coincide with the opinions the author intends the 
reader to have. In The Portrait, as James states in bis Notebooks, the author's 
idea is to show that Isabel wouldn't be able to escape the mill of convention 
(l5). However, Isabel has a different idea of her own fate. She never believes 
that she will be a victim of convention. In her mind, falling in love with an 
English lord is conventional, and she did not intend to step into society in the 
conventional way. Isabel feels that marrying Warburton would be a betrayal 
to her "fate" (117). In contrast, although Osmond declares that he is "the 
convention itself' (259), for Isabel, the act of marrying Osmond itself is a 
challenge to convention. Ralph sees Osmond as "a sterile dilettante" (286), a 
hollow shell of the stratified tradition. Isabel confesses that Osmond is cea 
prefect nonentity" (273), in other words, a shell that might offer a shape to 
her ambition. Isabel never has a clear idea of her fate; for her it is something 
waiting to be fulfilled in the future. She is endowed with a strong imagination 
and curious about the unknown world that had a "fertiliting quality" (31). She 
believes that "at bottom she had a different morality" (269). This belief 
encourages her to cross the border at which other people's opinions should be 
observed, and makes her almost be glad to suffer the pain of exclusion while 
enjoying the elation of liberty. Although both Warburton and Osmond embody 
the finest European quallties, Isabel prefers Osmond to Warburton beca use 
Warburton is a specimen of the individuals who "belonged to types already 
present to her mind" (220), whereas Osmond gives her "a very private thrill, 
the consciousness of a new relation" (218). She realizes that her pursuit for 
this thus-conceived fate will inevitably bring her unhappiness, and she thus 
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anticipates, "1 can't escape unhappiness" (118). In Ralph's eyes, when she 
makes the decision about her marriage, Isabel is soaring and sailing 
spiritually (28S). The fact that she has turned down two suitors brings her cea 
sort of inward triumph" (243). Ralph's money ruinously gives her the illusion 
that it will be easy to succeed in pursuing her career. There is no limitation 
for her imagination, and her imagination is again flattered by Osmond's 
pretended modesty. Instead of her ignorant innocence, it is through her 
idiosyncratic way of thinking that she "invented a fIne theory about Gibert 
Osmond" (288). She genuinely believes that the difference between her 
opinion and that of the others is a difference of morality. 
The narrator's narration certainly informs us that Isabel is falling 
victim to Madame Merle and Osmond. As mentioned aboye, at the beginning of 
the story the narrator shows bis ambivalent feeling to the European tradition. 
Madame Merle and Osmond represent the dark side of this tradition: the lack of 
vigor. The old tradition builds its splendor on a crude foundation; the thirst for 
money is at the base of this foundation. From Ralph's yiewpoint, because of 
her self-inflated mood, Isabel is actually deceived by the person who hides bis 
drive for money under the delicacy of taste. In Isabel's own view, instead of 
being victimized, she reaches her maturity when she becomes engaged to 
Osmond. She tell Ralph, "one must choose a corner and cultivate that" (283). 
Was Ralph able to offer a better option? From what the narrator has so far 
given us to consider (remember that Isabel has already received proposals 
from an honest young American who is rich, and a grand English lord who has 
a gentle heart and is quite liberal in his thinking, besides Ralph himself), 
there is no better altemative, not only to her standard but also to Ralph's 
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(though rnaybe not to sorne readers'). In the symphony of other people's 
voices conducted by the narrator, Isabel's voice creates a twist, but is prone to 
losing its irnpact on the reader's mind, amid these other viewpoints and 
alternatives. 
After Isabel's marriage, the tension among the viewpoints of the 
narrator, Isabel and other characters does not ease off but heads in a different 
direction. In the later part of the narration (starting from Chapter 36), the 
narrator starts to see things through Isabel's eyes.4S Isabel observed before 
the marriage that if this was a game, in this game Osmond's risk was as great as 
her own (284). Isabel is not the only victirn in the rnarriage. The intrigue 
backnres. Osmond and Madame Merle are both victims too, and they suffer 
even more than Isabel does. Isabel still controls her money. She is still loved 
by those persons she likes. She is able to walk out of the marriage if she 
chooses to do so. At rrrst the narrator tries to insist on his previous opinion, 
telling us that "by this time Isabel's needs and inclinations had considerably 
changed" (331); then he has to admit that "her poor wing~d spirit had always 
had a great desire to do its best, and it had not as yet been seriously 
discouraged" (333). Both Ralph and Warburton try to find the changes 
expected in Isa~l and declare that they have found them, but then virtually 
confess to Isabel that they had been wrong and found no significant change in 
her. Rosier gives us his impression directly: "the years had touched her only 
to enrich her; the flower of her youth had not faded, it only hung more quietIy 
on its stem" (303). Isabel is caged. Osmond's deliberate insults are almost 
45 The switch of viewpoint also reflects itself in the subtle change in the way 
the author uses language, for instance, the usage of certain terms such as the 
word "fine" which idiosyncratically is Isabel's favorite termo 
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tangible whenever their conflicts surface, and always make Isabel reno unce 
her claims. However, Isabel does not abandon her principIe of independence. 
It never occurs to her to change her attitude to life in order to accommodate to 
Osmond's wishes. She is no longer interested in the world around her as a 
spectacle, but in the inner experience in which she herself is deeply involved 
(462). If innocence is an integrity that is personally cherished, then Isabel 
has not lost it in her marriage, as Madame Merle and Osmond anticipate when 
they plan the scheme. On tbe other side, Osmond confesses to Madame Merle 
that he is suffering intolerably in his tife witb Isabel (426). Madame Merle 
also suffer, as she has lost her daughter, as well as the right to Uve in Europe, 
which to her is as necessary as water is to fish. The narrator gradually 
realizes that Madame Merle may have made Gilbert Osmond's marriage, but she 
certainly has not made Isabel Archer's (332). However, at tbis point, the 
narrator can not yet decipher the enigma of Isabel's mind. Therefore, he 
assigns a considerable lengtb of text to Isabel herself, letting her explain why 
she decided to marry Osmond and why she willingly stays and suffers this 
marriage. 
Isabel's voice grows stronger in tbe latter part of the narrative. It 
seems that she is arguing with the reader, who has so far misinterpreted the 
course of her career. At this stage of tbe story, she now realizes tbat she 
miscalculated the balance of the power between her free will and the sinister 
desire to absorb her into tbe orbit of anotber moral system. She is tbe victim 
of her own notion of innocence. However, for Isabel herself, this innocence is 
not her ignorance of Osmond's wish for money, as we perceive from the 
narrator and other characters' observations, but the blind belief in the 
romantic notion of love. She is not a victim to the craving for money, but a 
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victim to hypocrisy, especialIy to the hypocrisy that emanates from the 
dilemma between the contrived appearance of splendor and the lack of the 
moral vigor to sustain tbat splendor. 
When the last part of the narration begins, Isabel knows that Osmond 
hates her intensely. She is aware that Osmond is always waiting for the 
opportunity to humillate her. Tbis hatred has already become "the occupation 
and cornfort of bis life" (356). It is a horrible life, but, paradoxically, Isabel 
cannot make herself hate Osmond, for she believes that Osmond's hatred is the 
result of disillusioned love. 
Tbrough Isabel's eyes, instead of a mere stereotypical image of an 
elegant fortune-hunter, we see other aspects of Osmond's personality. Isabel 
keeps the faith that when she decided to marry Osmond, they indeed loved each 
other. Even Ralph agrees with her on this count and admits that then Osmond 
was greatly in love with her (470). She knows that she has not paid enough 
attention to sorne parts of Osmond's personality, but the same thing happens to 
Osmond too. "He had discovered that she was so different, that she was not 
, 
what he had believed she would prove to be" (350). Since she is dissatisfied 
with what she has found, how can she blame him for the hate evoked by his 
discovery? "It was not her fault-she had practised no deception" (349). If she 
could, she would have changed her personality to please him: "for every little 
while she feIt a passionate wish to give him a pleasant surprise" (356). But she 
cannot. She knows that her life is dismal and her future holds little hope, but 
if all these are the price she has to pay for the love she believes she had once, 
she is not going to complain. Lave is the art of imagination tbat creates one's 
own affective universe. When illusions disappear, one has to drink tbe bitter 
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wine by onese1f. Isabel's life pattem is built on her belief in that love. 
Isabel's notion of her own marriage puzzles the narrator, and his 
observation of the affair seems to lead to a different conclusion. Yet he then 
steps aside and lets Isabel speak her own thoughts on this regard. After her 
marriage, Isabel thinks a lot about her love, and cannot persuade herself to 
believe that she made a terrible mistake. She sees Osmond as the best 
gentleman in Europe, the man with the best taste in the world. He was and still 
is charming, handsome and intelligent. His helplessness and ineffectiveness 
gives him a type of tendemess. She knows that she was in love with him, and 
tbrough this love perceived the happiness of a woman who felt that she was a 
contributor to sometbing important. She was ardently intoxicated by Osmond's 
earnest affection and delighted by the inspiration she found in his qualities 
(351). In Isabel's mind, these are the symptoms of love. For her, love has 
nothing to do with good reasons (366). Feeling is all. She is tbirsty of romantic 
spirit. The desire for romantic lo ve is in harmony with her longing for 
freedom. Unfortunately, this desire constitutes a pitfall in her career. 
At this point, we may wonder why the narrator antl the persons around 
Isabel are disappointed in her genuine feelings. It is true that Isabel did not 
realize the whole issue behind Osmond's feeling for her. However, in a 
romantic way, love for a devil can still be a sublimely spiritual splendor. 
There is obviously a conflict between Isabel's viewpoint and those he Id by 
other characters, such as Ms. Touchett, a veteran of this European society. 
Here we find anther element of Isabel's innocence, which the narrator 
mentions when he introduces her to the reader for the first time. Before 
Isabel comes to Europe, her knowledge of the world is largely drawn from 
books. Due to circumstances in nineteenth-century America, the narrator 
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tells us, that what are available to Isabel and inspire her imagination are 
German philosophy, the London Spectator, the music of Gounod, the poetry of 
Browning, and the prose of George Biot (33, 41). When she arrives in Europe, 
Isabel measures contemporary European society largely if not entirely 
through the knowledge she learned from the books of the passing 
generation.46 She asks her uncle to explain things in light of her knowledge 
taken from these books (57). She says she does not trust Englishmen's attitude 
towards women, beca use "they're not nice to them in the novels" (58). She 
imitates the characters in the books, claiming that "1 don't wish to touch the 
cup of experience. lt's a poisoned drink!" (lO) Her notion of love is rooted in 
the romantic affairs in these books. However, the narrator and other 
characters are living in contemporary world and certainly have a different 
point of view. William James, the author's brother, provides us with an 
observation about the notion of romantic love at this time, saying that at the 
time they were living, romantic adoration was only recorded in literature: "So 
powerful and instinctive an emotion can never have been recently evolved" 
(238). In this sense, the conflict between Isabel and the other characters 
when viewing the destiny of romantic love is the conflict between the grand 
notion of an innocent soul and a sodety that has once cherished this notion 
but already dedded to abandon it. 
Now, we are enmeshed in a network constrained by different viewpoints 
going in different directions. The narrator has to continue the narration but 
does not know what bis heroine will decide to do. Rosier sees Isabel fit into her 
46 For instance, the middle point of the story (the open scene of the later part 
of the novel), as the author indicates explicitly, is 1876 (295). And George Eliot 
died in 1880, Chales Francois Gounod died in 1893. 
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new role perfectly and does not see any reason for a change. Madame Merle 
obviously wishes that Isabel would efface herself without taking the money 
away. Osmond seemingly entertains releasing the devilish energy repressed 
by his elegant appearance to torture bis precious prize, even at the expense of 
his own further suffering. Ms. Touchett is surprised by the fact that Isabel 
sustains her integrity but still observes this development rather indifferently. 
Goodwood knows that Isabel is not happy, but cannot understand why she does 
not escape with him and has a new life in America. Stackpole doubts that this 
is because of Isabel's pride. Ralph and Warburton both discern Isabel's 
suffering and are eager to be help in any possible way, but f'md no way to 
persuade her to accept their help. Isabel herself is stiU speculating on her 
career, not knowing where to turno What finally breaks the ice is Isabel's 
discovery of Osmond's hypocrisy. Hypocrisy is a grave violation to the belief 
in sincerity which Isabel holds dear and considers the essence of romantic 
10ve.47 
It seems that in the later part of the narration, Isabel's wiIl to act is 
stronger than the narrator's intent to compose a coherent story. The ending 
of the story is a surprise even to the narrator. Another episode that interrupts 
the coherence of the narration is that Isabel breaks the pattern of her life, 
countering Osmond's command by going to England to see Ralph. What 
virtually leads to the dramatic clímax is not her devotion to her friendship 
with Ralph, but her own need to see Ralph. The quarrels between her and 
Osmond are not bad enough to move her to abandon the life she has adopted 
after the marriage. The fmal straw is the discovery of Osmond's deception. 
47 As the narration implies, one of the things that prevented Isabel from 
accepting Warburton's proposal was the gossips about the discrepancy 
between bis deeds and bis proclaimed political opinions. 
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For Isabel, the most dreadful thing about her relationship with Osmond 
is his deeeption. "She lost herself in infinite dismay when she thought of the 
magnitude of bis deeeption" (352, the author's italles). When Madame Merle 
tells Isabel that she and Osmond planned her marriage, the narrator tells us 
that for the flfst time in Isabel's life, she realizes that there are Meked things 
in tbe real world (424, tbe autbor's italles). Isabel is not shoeked by the fact 
tbat money has played a vital role in Osmond' s resolve to marry her. Uke 
sexual desire, financial considerations may beeome part of love if these form 
part of the man's response to the charaeter and special qualities of the 
particular woman. What frightens Isabel is Osmond's feigned indifferenee to 
money.48 For Isabel, treaehery is the last vice she would attribute to Osmond. 
as it would destroy her illusion about their love and prove that he had taken 
advantage of her feelings. If it is true, then her willingness to suffer would be 
worthless. The information that eventua1ly opens her eyes is learning that 
Osmond deceived bis first wife. Isabel be1ieves tbat Osmond is capable of almost 
anything except being a liar. When Osmond's sister tells Isabel how miserable 
bis first wife was, she intuitively finds tbese implieations deeply revealing of 
her own situation. Witb a sudden check, she realizes, "he must have been false 
to bis wife-and so very soon!" (444) She has relied on the notion of love to 
survive the hatred he felt towards her. Now, this notion itself has fallen aparto 
She has lost tbe ground of her tbeory, feeling that she is dropping into 
unfathomable darkness. Isabel quarreled with Ralph before her marriage, 
and since then he symbolieaUy became a measure of her judgment of Osmond. 
48 In her meditation, Isabel thought, ceA man might marry a woman for her 
money perfectly well; the thing was often done. But at teast he should let her 
know" (425). 
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At this tuming point in life, what comes to her her mind is the thought: "Ah, 1 
must see Ralph" (448). She needs to go back to the starting-point to regain the 
ground of her career, and think over the whole situation. Obviously, the 
narrator has granted his heroine's wish. 
Now tet us tum to Isabel's longing for freedom. Isabel is a person of 
great charm. In The Portrait th~ word "charming" occurs fairly often but 
remains unclearly defined. The word mainIy shows someone's positive feeling 
toward a certain persono In Isabel's case, her spirt of independence is the 
nucleus of her charm. This notion of independence, in turn has different 
impllcations for different people. In the reader's perception Isabel's longing 
for freedom is a combination of these views, comprised of different 
interpretations of her insistence on independence, including that of the 
narrator, Isabel herself and other characters. The interaction of different 
viewpoints materializes in the narrator's control over the reader's mind. 
It is no coincidence that Isabel's insisten ce on her own freedom attracts 
everyone's interests as soon as they get to know her. Throughout the entire 
, 
novel, in one way or another almost all characters are involved in struggles to 
preserve the power to exercise their own wills. However, these struggles are 
fought with limited freedom. Mrs. Touchett also strongly claims her own 
independence. However, her will for freedom is limited to shying away from 
her familyand indulging in her small circle in Florence. Given his father's 
money, Ralph might have had a certain power to execute bis wiIl, if he had 
chosen to, but he thinks that to better the world, bis cynic attitude is even 
more important than bis father's money. Warburton is trapped by bis title and 
bis way of living, even though he has radical polltical opinions. Henrietta 
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seemingly cultivates an instinctive dislike of European aristocracy, but 
virtually marries an English man who, as he himself shrewdly admits, has at 
least a convenient relationship to the aristocracy. Madame Merle seems 
welcomed everywhere in the world in which she wants to take part, but this is 
only because she skillfully models herself after other people's expectations of 
her. Gilbert Osmond's case is even more clear. He adheres to the elegance of 
the taste but lacks the substance to support it, living in a parasitic existence 
relying on other people. By introducing Isabel into the scene, the narrator 
throws a light on everyone's situation. Isabel's appearance prompts others to 
imagine what might have happened if they could have lived a life in which 
they were able to assert their wills more freely. Everyone responds to Isabel's 
insistence on the spirit of independence. Therefore, her struggle for personal 
freedom constitutes an axis that centripetally connects various episodes. The 
narrator's viewpoint is inscribed into the description of her 'struggle, and thus 
unifies the narrative. 
Although in bis Notebooks James says that bis initial intention was onIy 
to tell a story about a girl who drearns of freedom but' ends up a victim of 
convention (15), what the narrator conveys to us through The Portrait goes 
far beyond the personal tragedy of a doomed failure. There is a deep concern 
about a universal situation: few escape paths are available no matter how 
desperately people are trying to transcend the limitations of their particular 
circumstances. This thematíc concern reveals itself not onIy in Isabel, who is 
unable to fulfill her will for freedom, but also in other characters who rely on 
their own experiences in evaluating her effort for independence. 
In the novel, the rrrst impression we get of Isabel is her independence, 
which comes to us through Mrs. Touchett's eyes (24). Isabel herself declares 
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that if there is a thing in the world she is fond of, it is her "personal 
independence" (140). She does not care much about being poor or rich and 
has no desire to be tirnid or conventional. The onIy class she belongs to, as she 
c1aims, is the "independent class" (141). However, although Isabel's desire for 
freedom lies deep in her personality, she remarks to Warburton that she does 
not appreciate the impression that she is doing whatever she wanted to do (75). 
From her own thoughts on personal independence, there are two elements we 
may take as the essence of her notion of independence. One is "to be free to 
follow out a good feeling" (287); the other is "to judge things for myself" (141). 
Almost everyone in The Portrait wants to pursue freedom in bis or her 
own way. The narrator deliberately defines the notion of freedom he sees it in 
Isabel by contrasting lsabel's will with others' will. For instance, Warburton's 
personal independence most likely conflicts with bis lordship and properties. 
Thus, he has to be much more discreet in asserting bis desire for freedom. In 
contrast, Isabel knows that she may be unhappy if she insists on her 
independence, but she almost welcomes this suffering if this is the price she 
. 
has to payo Thus, for Isabel, freedom does not mean freedom from unpleasant 
things. For Mrs. Touchett, being independent is to narrow down the scope of 
her actions so that she can negotiate the conflict between her personal 
preferences and convention. For Isabel, being independent is to challenge 
conventions and to act upon her personal originality. Thus for Isabel, freedom 
does not mean acconunodating to the restraints imposed by a tacit mandate. To 
Stackpole, freedom means being frank and bold, while to Madame Merle, 
freedom is to gain an adequate means to accomplish her ambition; Isabel 
disagrees with both of them. Unlike her sister Lilian, Isabel does not see 
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freedom as being liberated from a limited means of living. Against Osmond's 
suspicions, Isabel does not pursue wifely independence as the goal of her 
personal life. The freedom Isabel pursues is creating in which her feeling and 
judgment are free from other person's assessments and conventional claims of 
propriety. 
The narrator informs us that Isabel's notion of freedom is too 
sophisticated for Goodwood, her American friend (141). Goodwood simply 
thinks that Isabel is obsessed with her independence and predicts that she will 
get "very sick" of it (142). Yet Isabel's desire for freedom echoes the Victorian 
notion of the perfection of human nature. This notion, as Mathew Arnold 
states in Culture and Anarchy, is the human obligation to one's best to fulfill 
all inspired needs (150). In Isabel's case, the narrator states, "she was always 
planning out her development, desiring her perfection, observing her 
progress" (SS). However, in The Portrait the practicality of this notion is 
seriously questioned, not merely by Goodwood, but, more significantly, by the 
narrator. 
In his Notebooks, James writes that by and lar'ge The Portrait is a 
"psychological" novel that depends Httle on incident (15). The term 
"psychological" is not used in the sense we cornmonly use it today as a 
synonym of "psychoanalytic." In other words, what the word focuses are not 
the mental activities in various characters' minds, but the conflicting 
viewpoints among the characters. On the same page in the Notebooks, James 
promises that after Isabel's marriage he will make some compensation for the 
lack of dramatic action. However, in the last part of the novel, there are only 
two actions that dramatise the course of narration. One is that Isabel leaves 
Osmond and goes back to Gardencourt to see Ralph, which is expected. The 
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other is that she decides to go back to Rome, which is an anticlimactic climax. 
The Portrait is a human drama, for together with the dramatic incidents, it 
seems to me, the main portion of the dramatic power in this novel draws from 
the dramatization of different viewpoints in conflicto Some incidents, such as 
when Ralph gives Isabel money, even les sen the plot's frame. For having 
received this amount of money, Isabel financially has no problem turning 
down a proposal of marriage she does not like, and there is less pressure on 
her which otherwise might have dramatised the course of events. These 
incidents, however, intensify the potential conflicts of the viewpoints, for 
Isabel now gains more power to insist on her own ideas. Bolstered by tbe ripe 
luxury of Gardencourt and Rome, James uses these slow moving to magnify the 
conflicts of his and the characters' reflections on those actions instead of the 
actions themselves. Reflections on the potential action precede the action and 
tum out to be part of the motive in initiating the action. Reflections on an 
actual action inevitably follow the action as an result of the interested party's 
thinking. Thus, singling out human reflections on possible and completed 
. 
actions as a central layer of human affair is what James remarkably achieves 
by exploring the potential of narrative arto 
In The Portrait, Isabel's longing for her own independence is always 
countered by otber people's suggestions to regulate this desire in ways 
sanctioned by certain conventions. Warburton complains, "You only care to 
amuse yourself" (77). Stackpole urges her to marry Goodwood, the ideal 
American industrialist, and thus end her search for freedom. Madame Merle 
advises her to realize that "we're each of us made up of some cluster of 
appurtenances" (172), and that one should mold oneself after other people's 
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expectations (173). The conflicting attitudes towards life that create the largest 
gap is that between Isabel and Osmond. These encounters not only challenge 
Isabel's uncompromising pursuit of her own independence, but also actually 
pose a question for the narrator. Is it indeed possible for a person to follow 
freely his or her own feelings and judgments? A person's feelings and 
judgments are always mingled with certain kinds of conventions. If one tries 
to escape a particular convention, he or she needs support from other people 
who are also struggling to do so, in order to survive. Paradoxically, this not 
always successful attempt also starts new conventions. In The Portrait Isabel 
represents a person searching for freedom, whose spirit is not yet trapped in a 
new convention. Isabel once tries to end her search through love, but the 
disillusionment of her marriage actually libera tes her spirit once more. After 
Ralph's death, she starts wondering again. The narrator never gives us the 
impression that she is trapped by her marital obligations. Isabel herself 
observes, "One must choose a comer and cultivate that" (283). The problem 
becomes where this type of spirit should land and transform itself into 
something consonant with its essence. The narrator, wfto gives us the story, 
seems not as optimistic as Ralph, who, as we noted before, somehow stands 
more closely to the author than the narrator, and seems to see things 
differently from the narrator. 
Unlike other people who complain that Isabel is much too self-centered, 
Ralph encourage her interest in herself as long as she still pursues her 
freedom (131). He appreciates the spirit of freedom but knows that he himself 
would never escape bis given situation. Ralph wants to see Isabel as the sound 
agent of bis crippled spirit wbich longs to break conventions. In this sense, 
he confesses to Isabel, "1 content myself with watching you--with the deepest 
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interest" (lbid.). He wishes that Isabel can enrich her career by marrying a 
person who has a "more active, larger, freer sort of nature" (282). However, 
the narrator simply cannot offer a person who might fit into Ralph's category 
and be able to replace Osmond's position in Isabel's life. After Isabel's 
marriage, the narrator informs us, Ralph spends most of his time in 
speculating upon a solution for Isabel, as he knows that Isabel needs a 
rationale for her next move (471), but cannot produce one. At the end of his 
life, he does bis best to give Isabel a spiritual ground to start a new phase of 
her career. This ground still encompasses the notion of love, for Ralph at the 
end of his tife fmds that life is meaningless if there is no love, and that all 
things pass but love remains (470-71). The new notion of love is different 
from the notion of love Isabel conceived of when she decided to marry Osmond, 
and explicates some unnoticed elements in the previous narration. It thus 
persuades the narrator to alter rather abruptly the course of the narration. If 
we consider that Ralph sometimes speaks for James hirnself, we may see the 
novel's ending as the result of the conflict between the narrator's loyalty to 
. 
the logic of story and the author's intention to carry out a preconceived 
theme. 
The enlightened notion of love Ralph suggests to Isabel conveys the 
meaning of life, as it is an altruistic emotion universally shared by people 
through generations. Ralph's own love for Isabel is an example. It transcends 
money fetishisrn, sexual possession and the exclusive devotion to a particular 
persono It lacks a romantic demeanor and appearance but assumes a dimension 
larger than the notion of love Isabel previously cherished. However, at the 
time when Ralph frrst expresses bis notion of love to her, Isabel does not grasp 
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its significance fully. The later meetings with Warburton and Goodwood help 
effect her mature realization of this notion. 
The narration of the relationsbip between Isabel and Warburton 
contains an aspect that does not readily come to our attention ir we occupy 
ourselves with the plot. This is the emotion stirred in Isabel's heart by 
Warburton's altruistic devotion. Although Warburton's attitude towards Isabel 
is not at all aggressive, his image keeps intruding itself into Isabel's 
consciousness. Osmond's extreme egotism serves as a mirror to refIect 
Warburton's altruismo Warburton has what Osmond is proud of: nobility, 
proper manners, a graceful appearance, intelligence, a delightful personality 
and cultured tastes. Wbat Warburton has but Osmond lacks are a tender 
deposition and a rich inner world. At the end of the story, Isabel does not líe lO 
her aunt when she says that she is not sorry not to have married Warburton. 
She never wants to sacrifice herself to the bond with conventional society 
which he is unable to severo However, Warburton's tender, profound and 
persistent love makes Isabel experience towards him a strong attachment, 
emotional dependency, and even occasional jealousy. ,Warburton shows his 
unselfish emotions to her, especially after her marriage. After his own 
engagement, when he realizes the difficulties Isabel face, he still offers her 
his invitation, which indeed reminds Isabel of his altruistic feelings. This 
recognition probably makes her realize the difference between the love she 
now grieves over losing and the type of love Ralph has proposed. This 
realization may strengthen her capacity to recognize such emotions, which 
reaches its complete realization when Goodwood kisses ber. 
Needless to say, Goodwood is the most inspiring example of Ralph's 
enlightened notion of love. Isabel knows that among her suitors, only 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
128 
Goodwood devotes himself entirely to his love for her: "Deep in her breast she 
believed that he had invested rus a1l in her happiness, while the others had 
invested only a part" (398). At the beginning of her career, when the world 
seemingly promises everything Isabel dreams of, she inwardly sneers at the 
transparency of Goodwood's manner. Now, in contrast with Osmond's 
deception which exposes the world's wicked aspect, Goodwood's persistent 
effort to bring her a better life symbolizes the world's bright aspecto Before 
the last scene between Isabel and Goodwood, this bright side already reveals 
itself in Isabel's recognition of the deeper meaning of Warburton's love and 
Ralph's help. "She had wanted help, and here was help; it had come in a 
rushing torrent" (481). For her, the world opens up again in the light of her 
understanding of Ralph's notion of love. Since these people who love her so 
deeply were neither her husbands nor her lovers, isn't it possible for her to 
separate the notion of love from sexual and matrimonial bonds, and give it to 
people who need it, like Pansy for instance? After her meetings with 
Warburton and Goodwood, the narrator admits, "she had not known where to 
, 
tum; but she knew now. There was a very straight path" (482). Goodwood's 
manhood pleases her, but it also implies the sexual possession which is not 
included in this enlightened notion of love. To explain why Isabel finally 
decides to go back Rome, the most convincing reasons we can rmd in the text 
are Isabel's acceptance of Ralph's notion of love and her refusal to be caged 
again by sexual possession. In other words, exploring sorne hidden meaning of 
the previous narration is the only way the narrator can carry out the author's 
intention to perceive Isabel's spiritual approach to life. 
Yet in Isabel's case, the pursuit for the personal freedom is a doomed 
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struggle. If Isabel's spirit was going to rely on the idea of altruism, it 
obviously was not going to travel faro In other words, the story's ending not 
only provides a solution that may sustain the integrity of the heroine's 
personality, but also, more significantly, reveals tbe narrator's viewpoint in 
telling the story. If Isabel's marriage indicates that tbe pursuit of the 
personal freedom can only succeed in a very limited sense for whoever 
pursues it, tben tbe ending of tbe story signals tbat no matter how Hule 
freedom an individual may achieve, the pursuit itself will never stop. The 
struggle is doomed, but is still a struggle, not to give in no matter how severe 
tbe circumstances become or how many failures occur. The struggle is doomed 
to assert itself through failures. The narrator sculpts this perspective 
tbrough tbe interaction of his own views with those of the characters and 
even tbe autbor's viewpoint. 
In the West, Henry james was among tbe Urst novelists to put more 
stress on point of view tban on characterization. Bolstered by botb tbeory and 
practice, in tbe new trend of contemporary critical tbeory, point of view is 
not merely a narrative techniq ue tbat enables tbe writer to represent tbe 
described scene in a more effective way. It is, as james claims in bis Preface to 
The Portrait and as we have observed in tbe novel, an aperture witbout wbich 
a certain part of tbe human scene can never be represented (7). In the 
Preface, james concludes tbe discussion of bis strategy of characterization by 
proposing an innovative "literary form." This form, in bis opinion, will allow 
tbe reader "a million" windows to look into tbe life narrated. In other words, 
tbe narrative form is a structure tbat allows for a diversity of different 
characters' viewpoints. Each character's version of tbe described life should 
"appear more true to its character in proportion as it strains, or tends to burst, 
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with a latent extravagance, its mould" (lbid.). A literary work has both 
external and internal forms. The external form is the textual formation, the 
internal form, in the case of narrative, is the narrator's perspective. 
The Narrator's Perspective and Fictionalization in Narrative: 
Luo Guanzhong's Three Kingdoms 
The narrator's perspective sustains the integrality of a narrative. It 
structures the narrative internally. In addition, in itself it is part of what a 
reader wants to tearn. To read a narrative is not merely to tearn about the 
characters and episodes described in the narrative. It is also involves the 
process of seeing the way in which the narrator arranges the characters and 
episodes. The insight revealed in this arrangement is, to a certain extent, even 
more significant for the reader. In narrative works, fictionalization is a 
.. 
peculiar way to project the narrator's perspective with intended emphases. In 
Chinese fiction, the enhancement of the narrator's perspective through 
fictionalization is particularly remarkable. We may see it especially in the 
novels that rewrite historical records. Among these novels, Luo Guanzhong's 
"lI:CP Sanguo Yanyi =113.11 (Three Kingdoms> is a prominent example. 
Three Kingdoms is a novel that has had bUlions readers in over five 
hundred years. As Moss Roberts, the translator of the English version, points 
out, it is an integral part of Chinese culture (937). It has influenced Chinese 
thought and behavior largely for two reasons. On the one hand, based on the 
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officia! history Sanguo lhi =..~ (Records of Three Kingdoms), it 
popularizes the stories that occurred in the so-called "Three Kingdoms Period" 
(184-280); on the other hand, it substantiates values the Chinese cherish as the 
essence of their lives, such as honesty, bravery, loyalty, wisdom, benevolence, 
brotherhood, and the sacrifice of oneself for righteousness. 
Although historicity holds little temptation for eommon readers, erities 
constantly measure the merits of Three Kingdoms by the standard of how 
truthfully it represents history. A typical example is Zhang Xuecheng 
.o!f~, an erudite scholar in the eighteenth century, who devalues the 
novel for the reason that only two-thirds of the novel's events have historical 
references (44). C. T. Hsia disagrees with critics like Zhang, maintaining that 
the strength of the novel Hes precisely in its fictivity. However, he considers 
fictional elaboration merely to be a means to help the reader restore the 
actuality of history (The Classic Chinese Novel 35), for the traditional pattern 
of historieal narration breaks history up into a series of individual and 
eolleetive biographies. The fictional aspeets surpass- the limitations of 
historieal narration and bring us the ultimate sense of fate with greater 
clarity (74). Hsia insists on calling this novel an epie, for he feels that instead 
of adventures and fantasies, the novel's narrative interest lies solely in the 
historicity of the displayed drama (34). [n eontrast, Andrew Plaks is one of a 
few scholars who urge us to shift our attention from the time of the narrated 
events to the time of the author. In his words, "we must immediately shift our 
interest in the novel's refleetion of its historical context to the political and 
intelleetual developments of later Ming reigns--when we know for certain 
that the book as we have it was published and read" (366). Plaks asks us to read 
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the novel as an allegorical rendering of the historical sources, which actually 
reflects the política! concerns and the intellectual trends of the author's time 
(375). 
Plaks's statement about "when we know for certain that the book as we 
have it was publíshed and read" is a subtle but crucial one. It dismisses49 the 
time span between the date of 1330 to 1400 (when the author Luo Guanzhong 
reportedly lived) and the date of 1552 (when the fIrst edition, so far we can see, 
was published, though its Preface is dated as 1497). During this time period, 
Chinese society under the Ming underwent signifieant changes. Thus, if we 
intend to locate the significance of the novel in the author's intentions instead 
of the historical events narrated in the novel, it would be a big issue to bridge 
this time gap. However, like the historicity of the narrated events, the date of 
composition is still another layer related to the historieal authenticity. The 
actuality of events and the date of authorship are both significant for 
understanding a novel, but neither of them is the sole source of i ts 
significance. Beyond its historical authenticity, for a reader living in neither 
the Three Kingdoms period nor the Ming dynasty, the strength of the novel 
lies rather in the text itself. 
Related to the date of authorship is the question of anonymity. 
Interestingly, anonymity is eharacteristie of Chinese fiction. Digging into the 
author's biographieal background in order to interpret a fietion is a modern 
phenomenon. In the history of Chinese literature, unlike reading poetry, 
readers of fiction are generally satisfied if there is a name which claims 
authorship, even though they know perfectIy that it is a pseudonym. erities 
rarely pay attention to the connection between the author's life and the 
49 Plaks himself has made a brief argument to defend his position (366). 
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narrative intention in the texto If something is intended to be cornmunicated, 
it should be done through the story itself. The critical focus is on textual 
arrangements and narrative strategies, since it is these that accentuate the 
intended meaning. Tbis characteristic displays itse1f particularly in the genre 
called huaben i!J$:. (prompt scriptures), comprised of those versions of 
novels prepared especially for oral storytelling performances. Luo 
Guanzhong relies on various sources for composing Three Kingdoms, one 
being some popular huaben i!* of the sarne story. As Hu Shiyin M±~ 
observes in bis Huaben Xiaoshuo Gailun i!*,j,Si.~ (A Brief Introduction 
to huaben fiction), in the Song dynasty (960-1279), prior to the time when Luo 
Guanzhong wrote bis novel, there were certain literary associations in which 
writers gathered together and made a collective effort to write a single work in 
order to meet the need for prompt scriptures (65-70). In other words, if we see 
the author as a writer who has a defmite viewpoint to convey through his or 
her work, in these Chinese fictions called huaben, one can hardly find an 
identifiable author from which to establish a connection between the possible 
author and the conceived narrator. As a matter of faet, \ve do not even know 
who these writers are. In their anonymity, these writers have interwoven an 
elaborate perspective into the narrative, which readers may perceive without 
traeing it back to the authors. In this sense, Plaks has his reasons for urging 
us to shift the critical attention from an individual author to the social and 
intel1ectual milieu wruch influenced the composition of the novel. 
Chinese readers of Chinese fiction normally expect to find a certain 
perspective froro which the narrator organizes episodes and events t6 make a 
story. In both small pieces as short as that in Shishuo Xinyu tlta~*'í'a-i (A New 
Account of Tales of the World) and grand volurnes as lengthy as the Three 
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Kingdoms, the foremost function of narrative is to convey a judgment on 
certain types of value. In ancient China, the morals that regulated people's 
behavior were not founded on a religious basis. Sages in their teachings used 
historical episodes to illustrate the principIes of life. However, these historical 
examples lacked the sacred aura that might help maintain their authority. The 
values which people heId to measure their relationships were essentially 
formulated by Confucianism. The essence of Confucianism consists in ways of 
dealing with human relationships, centered on prime moral concepts such as 
ren 1= (benevolence), yi JI (righteousness), zhong,~, (loyalty), cheng~ 
(honesty), and xin 1'S (trustworthiness). However, Confucius almost never 
defmed these notions accurately. For instance, in the Analects, the concept of 
ren 1= is actually referred to as the principIe (integrity) of peopIe's 
behaviors which supposedly strengthens the proper relationships among 
people. Thus, on different occasions, this term couId be and has indeed been 
translated as "goodness," "true manhood," "perfect virtue" "benevoIence," 
"love" or "humanity." Confucius raises this concept in order to draw a line 
. 
between the shoulds and the shouldn'ts regarding certain types of human 
reIationships. Each concept circumscribes a range of morality, but the exact 
definition of the concept largely depends on the interpretation of the person 
dealing with a particular situation. The general meaning of the concept 
consists of an assembly of particular examples that illustrate the concepto In 
this respect, a narrative is a major means to particularize moral standards by 
its subtle judgments on the narrated events and characters. When the 
question of how to identify virtue in human behavior comes up, those values 
esteemed in Three Kingdoms, ror instance, are much more influential on 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
135 
Chinese reader's minds than scholars' exegeses of Confucian classics. In 
Three Kingdoms Guan Yu is the embodiment of yi ti (righteousness) for 
alrnost everyone and even is worshiped for the virtue he stands foro Liu Bei is 
ren 1= (benevolence), Zhuge liang zbi " (wisdom), and Zhang Fei yong~ 
(bravery). Given the nature of aesthetic entertainment, these fictionalized 
characters are more appealing to the reader than the heavy moral judgments 
espoused by philosophers. Through fictionalization, the narrator's 
perspective on these virtues exercises a much more intense impact on the 
reader's mind. 
How to measure the historicity of narrated facts in a fictional narrative 
like Three Kingdoms has always been a controversial issue among Chinese 
crities. Recently, there has been a strong tendency to consider history a 
burden on the Chinese and to view novels like Three Kingdoms as evidence of 
this burden. 80th historyand this type of novel, it is asserted, are dragging 
Chinese civilization backward. This is, of course, a simplistic assertion. In the 
case of the novel, turning to historical materials is not necessarily a sign of 
nostalgia. Instead of worshiping a Godhead, indigenou'S Chinese civilization 
worships ancestors. Things in the past exhibit a certain standard of value. 
Confucius even insists that that we can have a version of human perfection in 
past generations. Therefore, the past more often than not stands for 
something sacredness, which is similar to the reverence for God's believers we 
may find in some other civilizations. What exactly where those perfect things 
in the past, Confucius confesses not knowing, though he actually relies on the 
glorified past for the authority to preach his own ideas. This is the basic 
panern adopted by Chinese writers. They refer to historical situations for the 
purpose of justifying their own ideas about the present or future. Novelists do 
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the same thing in writing historical novels. Whether this way of thinking is 
passive or positive is not the issue here. The point 1 am arguing is that we 
should not let the consideration of historicity bias our minds when 
interpreting a historical novel. The power that integrates a narrative is the 
narrator's perspective. In a historical novel fictionalization is a major way of 
projecting the narrator's perspective. 
In 1990, Princeton University Press published a book entitled How to 
Read the Chinese Novel. It is a source book of traditional Chinese criticism of 
fiction with exce11ent introduetions. Among the translations, there is a critica! 
artic1e by Mao Zonggang ~~~ on how to read Three Kingdoms (146-195). 
Mao (1632-?) was the most successful editor of Three Kingdoms,SO and just 
about everyone now reads the Mao edition of Three Kingdoms. He is also one 
of the most influential critics of Three Kingdoms. For the interpretation of a 
historieal fiction, he advoeates reading the novel as a popular and 
entertaining version of history. In his opinion, the purport of Three 
Kingdoms is to c1airn the legitimaey of the Han regimes under Uu Bei's rule, 
. 
even though this eontradiets the historie al facts. The historian Chen Shou 
~_ (223-291) didn't c1arify the issue of legitimaey when he wrote the 
official history Sanguo Zhi =IBJ~ (The History of the Three Kingdoms). 
Therefore, following the notion proposed by the renowned Confucian scholar 
Zhu Xi *_ (1130-1200), Mao intends to use the novel Three Kingdoms as a 
mean s to correct the "distorted" view of history then current (156). Mao's 
50 It is eommonly acknowledged that Mao inherited sorne portions of his 
father's work in editing the novel. See Caí Zhongxiang ~¡Im's artiele "Mao 
Zonggang" in Zhongguo Dabaike Quanshu-Zhongguo Wenxue 
¡:P1liJj¡::e*l-:%.- 9=r1Za::5(~ (Chinese Eneyc1opedia: Chinese Uterature). 
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cornrnentary leads us back to the question of how to interpret a historical 
novel. It is true that under the spell of the narrator's viewpoint, the reader's 
sympathy is always with Liu's group. Now, the q uestion is whether the 
fictionalization of the historical figures in this novel aims to justify the royal 
lineage. Isn't it possible that this sympathy is based on an appreciation of the 
fictionalized personal rnerits of the characters instead of the loyalty to the 
factual royal inheritance? 
In order to reinforce his interpretation of the novel, Mao Zonggang 
rnade sorne changes to the texto If we compare the Mao Edition to the Jiajing 
Edition (~ijf2lt, 1522, the earliest version we know), it is not difficult to 
discover Mao's efforts at glorifying the Han House. For instance, the added 
opening argues for the legitimacy of the Han dynasty that once unified the 
then divided country. And, looking at the Jiajing Edition, we find that the 
characters' names which the author puts into the chapter titles are plainly 
there, without the attached discriminatory terms that show the author's 
attitude towards the characters. In contrast, in the Mao Edition the terrn zei 
M (thief, traitor, treacherousness) occurs fairly often, as'used to condemn the 
persons who betray the legitimate court. Also, as Lu Xun ,.m observes in his 
Zhongguo Xiaoshuo Shilue ~1Ia,J,8i~14 (A Brief History of Chinese Fictionl, 
Mao changes sorne stories, such as that of Empress Can in Chapter 159 of the 
Jiajing Edition, to show people's cornpassion for the Han House (274-75). In 
addition, as Moss Roberts points out in the Afterword to rus translation of Three 
Kingdorns, Mao drops a crucialline in the Jiajing Edition: "The empire belongs 
to no one man but to all in the empire; he who has virtue shall possess it" 
(944). However, in spite of these changes, Mao cannot significantly change 
the narrator's perspective which, as we observed aboye, has be en elaborately 
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built up throughout the entire texto 
The narrator of Three Kingdoms has a definite attitude toward Liu Bei 
and Cao Cao, two major characters and rival s in the novel. The story is built on 
the contrast between the moralities typified by them respectively. Before Luo 
Guanzhong put the story into book form, with folklore there was already a 
prevailing opinion on these two historical figures. In the Sung dynasty, three 
hundred years before Luo, Su Shi fi~ (1037-1101) recorded young audiences' 
reactions to the stories about Liu Bei and Cao Cao: in the marketplace, while 
listening to the storyteller's narration, the teenagers frowned and even got 
tears in their eyes when they heard of Liu's setback, and cried out with joy 
when they heard of Cao's defeat (123). On the one hand, tiu's repeated defeats 
and Cao's continued successes in the war for the imperial power are historical 
facts. On the other hand, the fictional narratives keep digging into the moral 
values which the defeated reportedly possesses. If the emphasis of the 
fictionalization is not on the historical coincidence of moral virtue with 
political successes, as Mao claims it should be, then, what is the narrator's 
perspective intensified by the fictionalization in Three Kingdoms? 
One central idea of Three Kingdoms has been expounded consistently: 
the notion that glory acquired through political and martial power is much 
less desirable than glories acquired through moral means. This notion is 
exhibited not only in the MOtif that virtuous people stand on one side and 
villains on the other, but also through internal conflicts within one's own 
personality. The world's judgment of people's morality is a special aspect in 
Chinese culture. Unlike in sorne other civilizations, in the Chinese tradition 
there is no religious idea about the afterlife in which people wiIl be rewarded 
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or punished based on their behavior in their earthly lives. One's conscience is 
the main motivation for a person to behave virtuously. Therefore, a strong 
need for the people living in this culture is building a moral imperative 
through those examples by which one can personally perceive situations 
similar to the ones he or she has to deal with. In this respect, Three Kingdoms 
is not merely a story created for entertainment, but, more significantly, is a 
model that demonstrates certain moral standards for the persons who read it. 
And this model, 1 should add, is an unorthodox one. 
In Three Kingdoms there is a constant eonflict between the story Une 
that brings the historieal events and characters together and the thematie Une 
that eenters on the ethical values displayed. In the tradition of treating fiction 
as a supplement to history, Mao Zonggang postulates that this eonflict is meant 
to produce a sense in coming generations of respecting royal legitimaey in 
history. Nevertheless, as a fiction the novel has its own interest. As a matter 
of faet, if we shift our attention from its historicity to its fietivity, it would not 
be groundless to assume that the historical fans selected for the novel are 
mainIy vehicles used to convey such moral values as benevolence, wisdom, 
bravery, righteousness, loyalty, honesty and trustworthiness. The narrator's 
perspective actually preserves these virtues for as long as we are still reading 
the novel and making our own history. 
Fictionalization is a particular way of textualization. It textualizes the 
imaginative understanding of the narrated events. Luo Guanzhong claims that 
his novel is based on Chen Shou's fS-' Sanguo Zhi =IBI~ (The History of 
the Three Kingdoms). 51 In the case of Liu Bei, in Chen's History. there are 
S 1 In its early version, of its authorship, Luo signs as "ehronided and 
biographed by Chen Shou; compiled and rearranged by Luo Guanzhong" 
(.~~~~~m, -1f~J.iJ\S:.cp~¡¡H;:). 
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sorne attributes which combined make Uu Bei unique if we compare him to 
other historical figures. A forgotten descendant of the Han royal family, Liu 
Bei was a good warrior who mastered martial and political strategies through 
seemingly endless failures. In the social turmoil of his time, he started out as a 
shoe vendor and became the emperor of a kingdom. Ambitious and eager to 
gather chivalrous youths into a group around him, he disregarded differences 
in social status; respected and trusted his subordinates; and dealt with his 
relationships to other people with good nature and skill. Uu Bei constantly let 
those persons around him know that he was willing to sacrifice his ambition to 
their interests. This historical figure of Uu Bei lays the groundwork for the 
fictional figure of Uu Bei, who in the History declares, "To accomplish a grand 
undertaking, one has to rely on people as the ground" (877). At the end of 
Liu's biography in the History Chen comments that Liu's determined 
insistence on moral principIe, his tolerance, his understanding of people, and 
his respect for intellectuals were the mean s that made him into a hero, and 
that he indeed inherited the spirit of the founder of the Han dynasty . 
. 
However, in terms of personal shrewdness, political manipulation, pragmatica! 
capability, and strategic planning, he did not rival Cao Cao. This disadvantage 
limited his chances of winning the battle for the empire (892). In the novel, 
Liu is further deprived of these practica! qualities which he needed for 
success. Moral integrity is the focus which the author has chosen for the 
narrator's perspective when describing the characteristics of Liu Bei's 
personality. 
From the historical Liu Bei's personality, the narrator of Three 
Kingdoms elaborates on two qualities in creating the fictional image of Uu Beí. 
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One is üu Bei's blood connection to the royal house that justifies his claim to 
the throne. The other is his benevolence. The narrator distributes other 
aspects of the historical Liu Bei's personality to sorne other fictional 
characters, letting them play the roles which were actually played by Uu Bei 
in bistory. For instance, in the History. it is Uu Bei who ordered to beat the 
Provincial Inspector, and then abandoned his position as the county 
magistrate and fled (872). In the novel, it is Zhang Fei, one of Liu's sworn 
brothers and a general famous for bis boldness and courage, who whips the 
Provincial Inspector and forces Liu to leave his post (Chap. 2). Instead of a 
chivalrous hero, in the novel, Liu rather strikes the reader as an ambitious but 
lenient leader, a1ways hesitant when making a decision. And, contrary to the 
historical facts reported in the History , the narrator ignores Liu Bei's 
capability in martial battles and gives full credit to Zhuge Uang for planning 
the successful war strategies and tactics, attributing tiu's every significant 
victory to the wisdom of Zhuge Uang. The narrator sets Liu Bei at the center 
of the story in the very first chapter; the first episode that sets the overall tone 
. 
of the novel is the pledge Liu rnakes with Guan Yu and Zhang Fei in the Peach 
Garden to swear brotherhood. The fictional Uu Bei is a creation. The created 
image tells us that the bond in human relations is much more admirable and 
desirable than some other commonly celebrated merits, such as personal 
shrewdness, political manipulations, pragmatic capabilities, even though the 
latter qualities may enable one to win military victories and obtain political 
power. 
Mao Zonggang suggests that the theme of Three Kingdoms is j ustifying 
for the mandate of the Han reign. But this postulate is not well supported by 
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the texto In the Jiajing Edition, the very frrst thing the novel tells us is that 
the court of the Han reign is too corrupt to function as a ruling system. Even 
in the Mao Edition, there is an explicit statement tbat occurs repeatedly, saying 
tbat "the longevity of the Han reigns has already come to its end" (586).52 
The justification for the Han rule is also related to the intention of "Heaven." 
In the Chinese tradition, "Heaven" is a vague notion, commonly used as the 
symbol of a supematural power that grants a reign its legitimacy. In Three 
Kingdoms, Heaven gives His blessing in such an arbitrary way that one can 
hardly decide whose side Heaven really is on. Sometimes He dispenses omens to 
warn Cao's arrny to escape traps; sometimes He favors tiu's army by giving it 
extraordinary power to change the course of a battle. He even saves tiu Bei's 
life more tban once. In the novel, people feels nostalgia for life under the 
previous Han reigns, because they believes that they may live peacefully if 
they can restore the previous order (116). They do not really care whether 
tbe name of tbe emperor is tiu or Cao, as what tbey want is an emperor who 
can rule the country with benevolence and authority. 
In the novel, when Cao Pi, Cao Cao's eldest soo, plan s to take over the 
court, Hua Xin, one of his ministers, justifies Cao's act by arguing that in 
Chinese history it is a comrnon practice to change the ruler, and that there 
have been manyexamples set up even by sages like Yao R, Shun ~ (675). At 
the time of tiu Bei and Cao Cao, the disintegration of the Han reign actually 
offered an opportunity for all those who had política! ambitions. In the novel 
tiu Bei is one of those who are eager to assert their ambitions at the time of 
social turmoil. What makes him distinct from the others is the royal blood. The 
52 1 have consulted with Moss Roberts's translation frequeotly. However, 
unless otherwise noted, all the quotations from Three Kingdoms in this essay 
are my own translations. 
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connection to tbe royal house attracts those who has swom their loyalty to the 
declining dynasty and inspires hope in those who crave to restore the lost 
order. Uu Bei never stops using this advantage for bis own benefit, clairning 
that the country should be reunified under the old dynasty's name. However, 
this clairn does not necessarily represent the narrator's viewpoint. In the 
novel the etemity of the Han house is obviously not tbe narrator's concern. 
• Considering the bistorical fact that Liu Bei was a descendant of the royal 
house, we may say that the narrator actually reveals the frailty of polltical 
power in expounding this connection: in the novel what remains of the once-
mighty royal glory is now merely a clever ruse to solicit people's sympathy in 
winning the battle among warriors as to who will rule. As a warrior, Uu Bei is 
a weak echo of the glory of bis ancestors. On the one hand, the narrator 
strengthens those moral values through a rearrangement of the historical 
record; on the other hand, in contrast with the endurance of moral values, the 
narrator implies that the decline of political power is an inevitable 
consequence that spares no one. 
A story without an elaborated perspective is a story that possesses no 
depth. In Three Kingdoms. this elaboration is helped by fictionalization, 
Fictionalization lends the characters a subtlety wbich the History lacks. In 
Chinese fiction, there is a pattern of storytelling that strengthens the 
narrator's perspective. Unlike The Portrait of a Lady in which the narrator 
mainly reckons on the manipulation of the combined effect of different 
characters' viewpoints to project bis own standing, in Three Kingdoms (as in 
sorne other major Cbinese fiction), the revelation of the narrator's perspective 
is associated with the antagonism within a particular character's personality. 
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For instance, the narrator sometimes creates an image of a character who is a 
coward but who has enough decency to respect other persons' feelings, in 
order to win the reader's sympathy with that decency. The narrator may even 
intensify thls sympathy by persuading the reader to forgive the character's 
cowardice. Likewise, sometimes a character is extraordinarUy intelligent but 
also a liar. This image is meant to evoke disgust at duplicity even at the price 
of denigrating a character's intelligence, even though intelligence is a highly 
praised quality. The fictional images of Uu Bei and Cao Cao offer two examples 
of this panem. 
Both Liu Bei and Cao Cao were founders of a kingdom. In Three 
Kingdoms, the narrator neglects to dwell on those qualities and capabilities 
which, according to the History, were shared by both of them. He lays down a 
special quality as a unique ground for each of their success. Cao Cao once tells 
Liu Bei that he and Uu are the only heroes capable of unifying the country 
(18S). However, what makes him and what makes Uu Bei heroic are different 
characteristics. Liu Bei's heroism rests on his relentless insistence on 
benevolence; Cao Cao's rests on his ruthlessness in political campaigns and 
military battles. The narrator sets a contrast between these two qualities, each 
of which upholds Uu and Cao's respective polítical and military successes. 
Thus, in the fictional narration, the narrator interprets the historical 
conflicts in a peculiar way and expounds the application of moral significance 
through these particular occasions. 
Although Liu Bei's personality is somewhat weak in the novel, there is a 
profound quality we are apt to attach to Liu Bei's image as we comprehend the 
whole narration of Three Kingdoms. In the narration the narrator relies on 
other people's attitudes toward LIu Bei and creates a hyperbolized sense of 
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sagacity about him. The narrator constantly describes other people's 
persistent beliefs in Liu's benevolent intentions, even though these intentions 
rarely develop from promise into achievement. In the novel, Liu Bei is 
ambitious for a successful political career but incompetent in martial battle, 
although these are the only means by which to accomplish the political 
success at that time. However, Liu Bei has his own merits. He puts his fate in 
the hands of sorne capable persons with an innocent if not blind trust. For 
instance, when Cao Cao has Xu Shu's mother in custody and forces Xu Shu to 
leave Liu Bei and pledge allegiance to him, Shun Gan, an advisor to Liu Bei, 
warns Liu Bei about the risk he will he take if he lets Xu Shu go. Shun Gan 
points out that Xu Shu has proven his talents in martial strategies and that he 
also possesses crucial information of Liu's army. Shun Gan's suggestion is to 
retain Xu and force Cao Cao to kill Xu's mother as he threatens, thereby making 
Xu Shu Cao's sworn enemy. Liu Bei rejects Shun Gan's advice without 
hesitation (313). 
In the novel Liu Bei is freq uentIy cheated by the peóple whom he trusts . 
. 
Cao Cao, who is good at using his intelligence to take advantage of other people, 
is a foil the narrator uses to set off tiu's merits. Cao Cao's smartness at using 
others, as the narrator shows this, partly results from his fear of being fooled 
by others. What makes Liu Bei's blind trust praiseworthy is his belief that 
people are the rnost important element in the world, both as the mean s to 
success and as the ultimate price of success. The devotion to brotherhood is 
another example of Liu Bei's trust in human relationships. For a political and 
military leader, Liu Bei's unyielding devotion to his sworn brotherhood is 
obviously a drawback. In the novel, Liu Bei refuses to listen to Zhuge Liang 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
146 
and launches a war against the Wu Kingdom to avenge bis swom brother Guan 
Yu's death. This war eventually leads to his own death and the decline of his 
kingdom. To sacrifice the future of bis empire for the sake of brotherhood is a 
fictional exaggeration. Under the narrator's spell, stupidity in polítical and 
military affairs actually enlarges the loyalty to brotherhood. Under the 
pressure of circumstances, Uu Bei constantly breaks bis proclaimed morality, 
such as keeping his army away from his relatives' territories. However, the 
narrator makes sincere Liu's intention to stick with bis morals. The narrator 
uses the common people's reactions to show the enthusiastic response to Liu 
Bei's benevolent policies. They believe in his sincerity and do not care what 
the actual consequences will be. Tens of thousands of people abandon their 
hornes and even sacrifice their lives to follow him, for Uu Bei gives them the 
hope of a government that wiIl rejuvenate the moral principIes they had 
treasured for generations (353). The weakness as exposed in Liu's personality 
actualIy delivers a message: a person who has moral strength is much more 
admirable than a person who is merely a shrewd strategist in politics and 
warfare. 
In the novel Cao Cao's character is another exampIe showing that 
fictlonalization may sharpen the narrator's viewpoint. In the History, Cao Cao 
was a successful politician and warrior. He knew how to use people but never 
trusted them. He realized how important it was to enforce rigid rules and laws 
in a chao tic sociery, but paid líttle attention to the harmful consequences to 
innocent people. His interest was soIely in pragmatic matters; he was rarely 
concemed with moral consideration. Once, when Liu Bei was defeated by Lu 
Bu and carne to Cao Cao to seek shelter, he had the chance to eliminate Liu 
before Liu be carne a strong rival, but did not do as Cheng Yu suggested . 
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However, it is not because Cao Cao had any moral conscience and didn't want to 
take advantage of the situation, but beca use he was afraid that it would scare 
away other heroic persons who migbt be helpful to his course (14). He once 
revealed to Yuan Shao his secret of success: "1 give opportunities to those who 
have intelligence and strength, letting thern fulfill their potential, and control 
them with the Way, therefore, I can do anything I want to do" (26). The Way 
he endeavored to follow, as Chen Shou points out in his conunentary at the end 
of Cao's biography, is the principIes proposed by the practitioners of Legalism, 
such as Shen Buhai $~1F (ca. 385-337 B.C.) and Shang Yang •• (ca. 390-
338 B.C.}. In their interpretation of human nature, the Legalists are in conflict 
with what the narrator of Three Kingdoms espouses. Legalist practices are 
based on the assumption that human nature is congenitally tempted by evil, 
and therefore needs to be manipulated by discipline but not inspired by 
virtues. Through the image of Cao Cao, the narrator in Three Kingdoms 
ridicules this idea by taking it to its extreme. 
In Three Kingdoms flctionalization builds a delicate balance between 
two sets of merits. One is that of moral virtues, such as benevolence, humanity, 
generosity, piety, loyalty, honesty, fidelity, tolerance, and moral ernpathy; the 
other is that of intelligence and intrepidness, such as shrewdness, ingenuity, 
wit, skillfulness, and boldness. In the light cast by the narrator, the merits in 
the second set shouId combine with the merits in the first set in order 10 
achieve human perfection. For instance, if ingenuity is integrated with 
generosity, as we can see in Zhuge Liang, then it turns out to be zhi V 
(wisdom); if associated with vanity, as in Zhou Yu and Peng Tong, then it 
merely appears as zongming U!SJJ (shrewdness); if it is motivated by sorne 
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evil spirit, as is a great portio n of Cao Cao's behaviors, then it is jian ff 
(wiliness). At the beginning of the novel, there is a fictive episode that 
sketches a typical trait of Cao's personality. This is the slaughter of Lu Boshe's 
family. Lu is a sworn brother of Cao's father, and when Cao is wanted by the 
court, he flees from the capital and goes to Lu's horne for one night. While Lu 
invites hirn to relax in the hall and goes out to buy sorne wine, his servant is 
sharpening a knife to slaughter a pig for their dinner. Cao mistakes the 
servant's act for treachery against him and kills all eight persons in the 
household, then murders Lu on the road even after he has realized his own 
mistake. When his companion Chen Gong says that what he has just done is 
greatly vicious, since he knew Lu was innocent, Cao argues that Lu would 
have not let them go if he had found what had happened at his home. Then, he 
utters the principIe on which he relies to direct his behavior throughout the 
whole novel: "1 would rather let every single person in the whole world down, 
than let one single person take advantage of me" (38). Pragmatically, his 
skeptical attitude is a cunning way to stay alive. However, for the reader, the 
narrator's condemnatory tone is too obvious to skip. Cao's selfishness 
defmitely overshadows all bis polltical and military successes. 
Apparently, for the narrator, moral considerations are more important 
than practica! considerations. When Cao Cao's son Cao Pi finally throws the 
last Han emperor out of the palace, the narrator quotes a poem to indica te that 
sin ce Cao Pi betrayed his sovereign, he just established an example which wiIl 
even be harmful to himself, as it certainIy gives someone the right to do the 
same thing to Cao Pi's own descendants (679). Later, the Wei reign establlshed 
by Cao Pi is indeed replaced by the lin reign in the same if not worse manner. 
It is virtue but not power that can survive the endless course of time. This is 
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the Iesson which the narrator consistently reminds us of with bis unique 
arrangement of the events. C. T. Hsia observes that in creating the image of 
Guan Yu, one of Liu Bei's swom brothers, Luo Guanzhong has adopted Chen 
Sbou's view in the History that a hero is "a haugbty warrior deficient in 
generalship. " The reason Hsia offers is that when Luo was writing the novel, 
Guan Yu already was "an object of national veneration." Luo thus "accords 
him all the reverence merited by a saint" (The Classic Cbinese Novel 41). The 
reason that the narrator makes the flctional Guan Yu a man of virtue ratber 
than a competent general, it seems to me, lies deeper than just tbe passive 
acceptance of what values prevailed at that time. Winning or losing battles is a 
crucial test for a historian, but not necessarily for a novelist. In the History, 
it is the battle Guan Yu unduly lost to the Wu reign that initiated the decline of 
tiu's Shu reign. In contrast, despite his failure on the battle field, in the 
novel, Guan Yu wins both sides' admiration. Given the narrator's sympathy, 
Guan Yu's image lasts much longer than the kingdoms involved in the battle. 
It is the narrator's integrated perspective that endows the flctional Guan Yu 
with alife still present today. It is simply that the author just records Guan 
Yu's sagacity which is exaggerated, in order to compensa te for "bis [Guan 
Yu's] sheer ignorance of policy, bis childisb vanity and unbearable conceit" 
(lbid.). Guan Yu offers another example of the novel's theme regarding the 
lasting endurance of virtue. 
The narrator's perspective gives a narrative its internal structure. 
Although in general between Chinese novels and Western novel s tbere are 
significant differences in textual structures, in both cases it is the narrator's 
perspective that constructs an intrinsic framework for the story's revelation. 
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Because of the lack of structural coincidences between Chinese novels and 
Westem novels, some scholars claim that Chinese novels are structurally weak. 
Richard G. Irwin, for instance, declares that Three Kingdoms bears its 
"structural weakness," and thar the limitations of the novel "derive from its 
factual basis and from a lack of selection" (5). Whether the textual structures 
in Chinese novels are weak or not is the issue of another argument.53 
Nevertheless, if we only shift our attention from the textual structure to the 
internal srructure, from the selection of events and episodes to the selection of 
characters' personalities, it will be nor so difficult to understand that Three 
Kingdoms in its own way has a unified structure. In order to grasp rhe 
essentials of narrative, to think of the comparative nature of narrative will be 
more helpful than applying a local theory to narratives that are alien to rhe 
literature in which this theory is rooted. 
In their Introduction to Understanding Narrative, james Phelan and 
Peter Rabinowitz express their concem about the "decreased differentiation 
between historyand fiction" (3, the authors' italics). If we take Luo's Three 
Kingdoms and Chen's History as an example, ir is reasonable to say that the 
distinction between history and fiction will never entirely vanish. No matter 
whar perspective Chen chooses in selecting material s and interpreting 
historical development, he has to scrutinize historical facts and produce an 
explanation for this history. The center of his work is the factual history. In 
contrast, the historical world in Luo's version is presented from the narrator's 
perspective. He relies on the narrator as the witness who tells the history 
replayed in his imagination. The center of his work is the narrator's 
S3 For example, As Peter Li did in his "Narrative Patterns in San-Kuo and 
Sbui-Hu" (73-84) 
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perspective. The author fictionalizes historical figures and events whenever 
tbis twist can generate a narrative power to help the reader absorb the 
narrator's viewpoint, such as Liu Bei's sworn brotherhood with Guan Yu and 
Zhang Fei, and Cao Cao's slaughter of Lu Bushe's family. Unlike written 
history where the historian maintains his presence in the disguise of an 
omniscient authority, in a fictional work, through fictionalization the author 
can disguise his or her presence behind the story and leave the narrator to 
stand alone on the stage. 
In Three Kingdoms it is apparent that there is a connection between 
fictionalization and the communication of a certain perspective. 
Understanding this connection is crucial for understanding the development 
of Chinese fiction. Three Kingdoms largely has been regarded as a popular 
version of Chen's history. In this view, the function of fictionalization is 
merely to make the narration more vivid and readable. The novel tbus lacks 
the essential quality of being a novel. It is said that the Chinese novel did not 
reach its maturity until fin Ping Mei ~.. (The Plum in the Golden Vase, 
1617) or Honglou Meng ttfl. (Dream of the Red Chamber, 1754), as the 
former for the first time in the history of the Chinese novel used 
contemporary life for its material; and the latter, in Anthony C. Yu's words, 
was the first novel to achieve self-reflexitivity in the Chinese narrative 
tradition (15). Wang Guowei .±.1i!3*1 (1877-1927) even declares that there is no 
place for Three Kingdoms in belles lettres (521). However, if we consider 
fictionalization a means to maintain and present the narrator's perspective, 
and the narrator's perspective the essential element of fictional narrative 
(even more important than the narrated content), it requires no special effort 
to concede that Three Kingdoms is certainly a landmark in the development of 
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the Chinese novel. 
Fictionalization is author's creation. To the narrator it grants the 
coherence of narration, and enables him or her to create a world consonant 
with the author's world as well as the reader's world What makes 
fictionalization necessary is the perspective which the narrator assumes in 
telling the story. By being embodied in the text, the fictional world becomes a 
reality, and the narrator's perspective becomes a so urce by which the reader 
obtains insight into the human condition. Three Kingdoms is generally read 
as a history, not only because its materials are taken from Chen's History, but 
also beca use the craft of fictionalization is so skillful that one can hardly tell 
fiction from reality in the novel. The narrator has a def"mite viewpoint on the 
relationship between virtue and power, and this viewpoint meets readers' 
expectations which are rooted in a particular cultural environment. The bond 
between the narrator's viewpoint and the readers' expectations is so profound 
that readers can hardly tell the difference. Many critics blame Luo 
Guanzhong's novel for lacking the rigidity of actuality (.). Nevertheless, in 
the novel, the spirituality (l$) exhibited in the narrator's perspective is 
actually supported by the fictivity (,tI!). If we agree with the majority of 
Chinese critics that spirituality is the essence of truthfulness (ll), then, 
taking Three Kingdoms as an example, we may reasonably say that 
deciphering the narrator's perspective is certainIy a reliable way to reach the 
intended truthfulness of a fictional narrative. 
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3. Language: the Agent of Narrative Movement 
The Nature al Language and the Functian al Narrative 
Narrative presents itself in the form. of a texto A text is an organized 
entity of language. Within a narrative text the language is organized in a way 
to present both the narrated and the narrator. There is no question tbat 
language is the vehide which carnes out a narrative intention. Tbe question 
we face is rather more complicated: is language a vehicle that is inadeq uate in 
communicating the intended meaning but the only means we can possibly 
have in order to communicate? Or, is language a medium that not only conveys 
the intended meaning but also endows it with a unique power and intensity? 
The positive answer to the second question is the theme 1 intend to expound in 
this chapter. 
The competence of language is certainly a central issue in 
contemporary criticism, if is not the central one. In the case we are dealing 
, 
with here, there are two questions which are related to this issue. First, if the 
relationship between language that says things and the things wbich are 
referred to by language is the relation between the signifier and the signified, 
then, is language competent enough to cornmunicate the intended content? 
Secondly, if language itself has its limits, is it possible that generic forros of 
language, like poetry and narrative, can generate a certain capacity and 
endow tbe tbus-organized language with such capacity? Tbis chapter 
discusses these two questions as they appear in the scope of narrative. I will 
also compare narratives in the language with a phonetic alphabet (Englisb) 
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and narratives in tbe language witb pictographic characters (Chinese). Let us 
flrst begin with the second question. 
As we have established in the last chapter, a narrative is a cluster of 
discourses re1ated by the narrator. From this statement, we may also infer that 
a narrative is a quoted vocalization. It is a quotation without quotation marks 
appearing at its very beginning and very ende The quotation marks are 
conceptually there but invisible. These invisible quotation marks give a 
narrative at least two characteristics. On the one hand, they circumscribe a 
semantic unit within which the intertextual relations among linguistic 
elements are not only hypothetical but expected. On the other hand, as James 
R. Hurford and Brendan Heasley remark (15), quotation marks turn a 
vocalization into an utterance, and an utterance is a vocalization which is 
articulated by a particular person and in a particular verbal manner. It has 
an accent that goes beyond the meaning of a mere stretch of verbal 
expression. 
The language organized in a verbal form is always constrained by two 
. 
sets of systems. Ling~stically, these e1ements of language must be arranged 
in accordance with the conventional consensus, in order to render the string 
of words intelligible. Semantically, these language e1ements are constituted in 
such a way as to produce in the recipient's mind a coherent meaning of the 
referente However, there is no guarantee of correspondence between 
linguistic correctness and semantic coherence. Unguistic correctness does 
not always generate semantic meaningfulness. Roman Jakobson warns us 
about taking for granted tbe relationship between language and its meaning. 
He makes a careful distinction between the meaning in dictionary, which he 
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calls the "lexical meaning," and the meaning rooted in the structure of 
wording, which he calls "grammatical meaning" (On Language 3l6). In bis 
opinion, the meaning of a text goes beyond linguistic explanation. In 
searching for the textual meaning, jakobson puts more and more stress on 
structures instead of lexical units which are organized within a certain 
structure. Of these structures, the most productive one is the system of 
oppositions, which he calls "binary oppositions" (320), for instance, the 
opposition between the general meaning of a word and its particular meanings 
in the different circumstances in which it is used (333). In the logic of 
jakobson's approach, it is structure that leads one's understanding from the 
linguistic level to the semantic leve!. 
jakobson quite convincingly applies bis postulate to the study of poetry. 
The formalized use of language, the recurrent returns, the interplay of 
imagery and grammar, the juxtaposition of contrasting grammatical concepts, 
the parallel and contrasting of syllables, and the measure of sequences, these 
structural elements pedorm their special functions in poetry. As jakobson 
states, in poetry, "where the poetic function dominates over the strictly 
cognitive function, the latter is more or less dimmed" (Language in Uterature 
124). Jakobson thus declares, "many poetic features belong not only to the 
science of language but to the whole theory of signs, that is, to general 
semiotics" (63). In other words, in a literary work like a poem, one should not 
see language merely as a transparent vehicle of cognitive meaning. In a 
literary work, language upholds some of its intrinsic properties, such as sound 
pattems and grammatical structures. Without these properties, the intended 
meaning of a literary work cannot be fully conveyed. 
jakobson's thoughts on the relation of linguistics and poetics is a good 
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starting point for us to look into the relationship between language and 
narrative. However, in narrative, the function of those language properties 
that in themselves have no cognitive meaning is much more complicated than 
what we can fmd in poetry. Narrative has its own way of structuring itself 
and has to deal with another kinds of subtleties. The structure of narrative is 
an enabling form for the language's interplay to release its potential power. 
jacques Derrida, for instance, admits that narrative provides various places 
and various moments which expose the veiled violence of the entire "Writing 
Lesson" (Of Grammatology 107), even though he has an unwavering doubt in 
language's communicative capability. In other words, the textual 
circumscription of narrative bestows on language the power to release the 
energy which language has stored while establishing itself as the most 
important tool of cornmunication in human sodety. 
Now, here is another question. If the form of narrative has the capacity 
to enhance the communicative function of language, what are the properties 
of narrative that give language the leverage to play the game beyond the 
. 
linguistic rules? First of all, it is its structure. The structure of narrative 
discussed here, as defined in the last chapter, is its internal structure, i.e., the 
narrator's perspective, but not its formal organization like metric pattems in 
poetry. The narrator's perspective structures the interplay of various 
discourses. The textual closure of a narrative drops a line to the completion of 
the intended incarnation of the narrative movement. The interplay of various 
discourses is conducted through the narrator's perspective. The narrator's 
perspective embodies itself in the relationships among various discourses. The 
interrelated relationships provide a self-referential system for the language 
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involved. For instance, a word has its various lexical meanings (meanings 
def"tned in dictionary). In a narrative, it is the reader who decides what is the 
meaning of the word. What justifies the reader's decision is not only the 
single sentence in which it occurs, but also other contexts of its occurrences, 
the narrated characters' understanding of its meaning, and our understanding 
of the meanings given by the narrated characters which, in turn, is based on 
our understanding of the narrated characters' relationships projected 
through the narrator's perspective. The interplay of different versions of the 
perceived meaning of a word turos its lexical meaning into its semantic 
meaning. In doing so, this act not only defines its denotation but also enriches 
its connotation. The textual encIosure grants the reader the right to assume 
that the involved language is meant to function in this self-referential and 
se1f-defining system. To deconstruct the text means to disintegrate the system 
and ask the reader to understand the involved language merely on the lexical 
level. In a narrative, the structure itself doesn't have a cognitive meaning. It 
is a peculiar way of organizing language. Nevertheless, it is the system that 
can generate a certain kind of meaning by calling language into fuIl play 
through the particular way. 
It is worth noticing that emphasizing the internal structure of a 
narrative is not to deny the importance of its formal structure. The formal 
structure of a narrative may function semantical1y if constructed carefuliy. 
The correspondence between the arrangement of the eighteen chapters of 
Joyce's Ulysses and the structure of the Odyssey, even though loosely 
fabricated, of course gives the novel a significance other than what a 
linguistic analysis can offer. Aside from this kind of intended elaboration, to 
reinforce the meaning carried by the language involved almost always is the 
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goal every narrative writer endeavors to achieve when molding the cluster of 
discourses into a structure, no matter whether this has been done 
conventionally or in an avant-garde way. Some novelists like William H. Gass 
even suggest that language is the essence but not the medium. of literature and 
that the structure of a narrative should function as the means to maintain the 
properties of language. In Gass's words, "The esthetic aim of any fiction is the 
creation of a verbal world" (Fiction 7), and "tbe syntax takes shapes 
simultaneously with the meanings it shapes" (Habitations 174). In his opinion, 
fiction is a "phnomenological model" (Interview 173), whose form helps 
language fulfill its potential and thereby distinguish itself from other parts of 
reality. The formal structure of narrative has its formative function, but it 
doesn't work in the same way that the formal structure of poetry does. It may 
include but does not depend on the direct interplay of certain formal language 
properties, such as metric patterns and the parallels and contrasts of 
grammatical sequences. Instead, a narrative's formal structure functions on 
the level where certain sub-structures interact with each other around the 
crux of the internal structure, i.e., the narrative's perspective, in whicb they 
have been organized. 
In the chapter entitled "Narrative Structure" in Relating Events in 
Narrative: A Crosslinguistic Developmental Study. Ruth A. Berman and Dan 
Isaac Slobin list some structural components used by the storyteller that 
organize "narrative segments" or "chunks of discourse" (67). This study is 
based on observing a group of people, from 3-year olds to adults, who are able 
to tell a story. The components they mentíon include plot-motivation and 
elaboration (action-structure); temporal anchoring and twofold temporal 
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structure; evaluative commentary; inter-utterance connectivity; linguistic 
organization; seq uential event-chaining and causal chaining; backgrounding; 
stereotypical construe of narrative conventions, and thernatic thread, etc .. 
They describe two kinds of knowledge: first, knowledge of a range of 
grammatical forms and lexical items for describing individual events; second, 
"knowledge of narrative structure and of how to recruit linguistic forms for 
elaborating on events and the relations between them." The latter "emerges 
rather later" (84). We may therefore infer that these narrative structuring 
components, or sub-structures, are associated with linguistic forms but appeal 
to a different level of comprehension. likewise, the integration of these sub-
structures depends on appealing to an even deeper level but still relying on 
linguistic elements. In turn, in executing this function, the linguistic 
elements acquire a meaning which can only be obtained within this structure. 
We may take personal pronouns as an example. Unguistically speaking, 
a personal pronoun substitutes for a person's name. In a fictional narrative, 
this relationship occurs as a reversal. The character's name substitutes for the 
pronoun. The pronoun itself is the name of the agent of action. In other 
words, the character's name is the the signifier and the personal prono un is 
the signified. Being an agent of action in the linguistic articulation of 
narrative, it little matters that the major character in Joseph Conrad's Heart of 
Darkness is called Marlow or "he" (or "he [1]," to distinguish him from other 
"he"s). However, it does matter whether it is a "he" or an "I," since the 
prono un signifies bis relationship to the narrator. In other words, as an 
linguistic constituent, in naming a character, the function of the pronoun 
precedes the function of the proper name. The pronoun signals a particular 
human being and functions as an interlocutor of discourse; whereas the 
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proper name is mainly a convenient substitute, unless the author intends to 
associate it with some special implication. In a narrative, a pronoun is not a 
general, non-identified and replaceable substitute, but an active entity that 
acquires its identification through the acts it has been performing. The given 
name of a character is the substitute for the pronoun. Thus, the prono un and 
the given name of the character (as an arbitrary substitute of the pronoun) 
fall under the spell of a centrípeta! power. This requires the reader to see the 
pronoun or the name in the context of the narrative as well as the context of 
its lexical meaning and grammatical structure. 
We may randomly take prepositions and adverbs as another example. 
When the need emerges, the complexity emanating from the narrator-
centered structure generically requires prepositions and adverbs to perform 
functions which they would not have performed if merely confined as 
grammaticai structures. For instance, the structure of time is always 
complicated in a narrative. There are the time when the narrator is narrating 
the story, and the time when the narrated events were happening; the 
, 
chronological sequence of the happenings, and the time sequence contrived 
by the narrator in telling the story (for instance, we may know the end of an 
episode prior to its narrated beginning); the temporal structure of a 
character's thinking, and the temporal structure of the things occurring in 
bis or her mind, etc. In order to integrate these different temporal structures 
smoothly into a multidimensional unit (in addition to some other linguistic and 
textual devices, such as tenses of verbs and italicization), in sorne particular 
positions, those prepositions and adverbs related to expressing the state of time 
carry out a twofold function. Not only can they fit into their slots as 
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grarnmatical structures regulating the temporal sequences of single 
happenings, but they also may function as axes connecting different temporal 
structures. These prepositions and adverbs act as patbs through which the 
reader may not only travel in a time dimension but also pass through different 
time zones. 
To know the language used in a narrative is not tbe same as learning 
the language in general. For instance, the acquisition of the meaning of a 
word, in the general case, involves learning its plausible variants in all 
possible circumstances. In tbe case of narrative, tbe acquisition involves 
grasping the word's meaning in tbe given stretch of verbal expression 
circumscribed by the narrative's invisible quotation marks. As a matter of 
fact, the rhetoric of narrative is meant to create sorne subtleties as the 
meanings of certain words which one can hardly find in dictionaries. The 
textual closure itself is a sign, indicating the circumstances necessary for 
understanding of word. Noam Chomsky points out that in the acquisition of 
language, certain language patterns, such as the general principIe of 
syntactic-semantic interaction and the "trace theory of movement rules, ,,53 
may enable people to discern the inadequacy in language communication, 
even though they might live most or all of their lives without even being 
exposed to the relevant evidence (69-74). Structural pattems of narrative also 
have a generating power but function in a different way. The lexical meaning 
of a word acquired by the reader when he or she starts to read a narrative is 
only a hypothesis. It arouses an expectation to see the word used with the same 
S3 In Chomsky's own words, it is the theory that "requires that when a phrase 
is moved by transformation it leaves behind a phonetically null but 
syntactically real element 'trace' that functions semantically as a kind of 
bound variable" (74). 
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denotation, but the expectation may fairly be challenged by its next 
occurrence. The structure of a narrative promises to provide both the 
mechanisms and the margins for the extent of a word's meaning. For instance, 
in Yasunari Kawabata's Snow Country the male protagonist Shimamura feels 
the most attractive quality of Komako, the female protagonist, is her 
cleanliness. At the narrative's outset, cleanliness points to the freshness of 
her appearance and to the delicacy of her manner. It is then related to 
unsoiled naturalness in contrast to the corruption of the urban life; the 
whiteness symbolized by the snow; the inadequate approximation to the purity 
of beauty; the access to the transparency of nothingness; and the thinness of 
the veil that covers the redness of the passion. The meaning of the word 
changes with each of its occurrences, until the end of the narrative elimina tes 
any other possible change in its meaning. 
The formation of narrative organizes language within a structure. This 
structure engenders a meaning that would otherwise not be there. Within this 
structure, while carrying out their referential functions, words, phrases, 
. 
sentences and discourses have their intra-linguistic relationships with each 
other, just like cells in an organism that connect with each other in an 
organic way while reacting to the environmental stimuli. Therefore, we 
should respect the integrality of a narrative even if we intend to analyze it 
semantically. Paul Ricoeur, in both The Rule of Metaohor and Time and 
Narrative, propases to read literary works on a semantic instead of rhetorical 
level (Metaphor 3-4). In other words, he urges us to take sentence instead of 
word as the unit of meaning. For it is with sentence (a semantic unit) that 
"language is oriented beyond itself." Language then starts to carry out its 
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referential function (Time and Narrative 1:78). And, "reference is the mark of 
the self-transcendence of language" (Metaphor 74). However, there is 
another problem. In literature, language is not supposed to be a mere vehicle 
whose function is solely to carry out the referential meaning. As we have 
observed in the case of poetry, the transparency of language is not a literary 
merito As Ricoeur himself maintains, in a narrative, the sequence of the 
actions of sentences within the conceptual network of the actions is an 
essential element for creating the "composing of modes of discourse worthy of 
being called narratives" (Time and Narrative 1: 56). The linguistic 
connections among sentences and discourses construct a bond that connects 
the referential meanings signaled by each of them. Narrative itself is a 
semantic unit. The textual relationships among sentences and discourses on 
the surface of a narrative imprint a network of paths, leading the reader's 
thinking in a multidimensional way. We cannot say we understand the 
beginning of a narrative until we have reached its end; likewise, we cannot 
say we understand the end of a narrative unless we refer back to its 
beginning. The conceptual network in a narrative' is regulated by the 
narrator's perspective; the narrator's perspective is incarnated by the textual 
arrangement of discourses. The referential function of language is both 
constrained and enhanced by this textual arrangement. Language as used in a 
narrative both is and is not language in general. 
Now, let us turn to the issue of the accent which a narrative gains by 
being a quoted utterance. In some sense, the accent of a narrative is the 
intonation of an utterance. In Ludwig Wittgenstein "s Philosophical 
Investigation, when discussing proposed solutions to the uncertainty of the 
meaning of language, he suggests that a word or a sentence always carries an 
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accompanying atmosphere with it. This atmosphere is the special 
circumstance in which the word or the sentence is actually used. It makes the 
word or sentence meaningful (48). This accompanying atmosphere involves a 
mutual understanding between the speaker and the listener, like that which 
occurs between them in conununicating the sentence "This is here. " 
Intonation is a manner of utterance based on the application of the mutual 
understanding thus defined. It utilizes those otherwise meaningless things, 
such as the modulation of voice and the different intonational relationships 
between stem and ending, as the elements of meaning in language. 
At the heart of this mutual understanding is the established relationship 
between the participants. An essential part of this relationship is identifying 
the utterance's speaker. This is also a step leading to the comprehension of 
language from the linguistic level to the semantic level. On the one hand, to 
attach an utterance to a particular person is a further move in articulating the 
meaning of a verbal expression. As Zellig Harris observes in A Theory of 
Language and Information, "meaning is specified not by a word but by a word 
• 
with its choice of operator or argument (usually its immediate ones)" (331). On 
the other hand, to personalize the utterance is to acknowledge the personal 
reactions that accompany the utterance, such as the melody of the emotional 
movement, the stress on particular morphemes, the rhythm of the controlled 
breath in uttering the expression, and some other elements that affect the 
successive levels of pitch extending over the utterance, just as the elements 
that constitute the manner or style of musical tones. These personal elements 
are intrinsically assodated with the articulating the meaning of an utterance. 
Regarding the matter of intonation, one may say that as a unique type of 
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utterance, narrative has two characteristics. First, narrative is a multiple 
version of utterances. Its components themselves are utterances. The 
intonation pattem of a narrative is still a pattem of pitch variation, but the 
units that convey the high and low degrees of the narrative voice and exhibit 
the exactitude of pitch and the modulation of intensity, are no longer 
phonemes or morphemes. Instead, they are the divisions that conclude certain 
aspects of a narrative and comprise its entire melody. For instance, instead of 
using a question mark and a particular grammatical structure in a sentence-
utterance, in a narrative-utterance the narrator may finish the story with a 
suspended ending in order to convey the questioning tone. Ukewise, the 
fabrication of plot may correspond to the rise and fall of the pitch in an 
utterance, and the projection of the narrator's attitude toward narrated 
characters and episodes may function as a modulation of the narration's 
accent. 
In uttering a sentence like "you've already done your homework," 
different intonations may render different implications to the same words 
organized by the same grammatical structure. Likewise; different intonations 
in a narrative may evoke different perceptions of the narration. It may work 
both in harmonious and ironical ways. However, unlike the intonation of a 
sentence, the intonation of a narrative does not consist of the rise and fall of 
sounds; rather, it substantiates itself in the modulation of the mood created by 
the narrative itself. For instance, in Thomas Pynchon's The Crving of Lot 49, 
the narrator counters the reader's expectations of the significance of the 
narrated events, a climax-centered pIot and the time-sequence framework, by 
repeatedly striking notes that impress the reader with the same absurd 
frivolity and by minimizing the regulating function of the time sequence. 
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Oedipa's role as the executor of Inverarity's wiIl, her relationships with her 
husband and everyone she meets, the underground postal system, and the 
auction of the stamp collection, the absurdity and triviality of all of them keep 
producing a high-pitched mono tone, and create a labyrinth for a reader who 
expects to perceive meaningfulness and rhythmical movements. In contrast to 
this high-pitched monotone, there is a flatness that lacks the expected 
intensity in the framework of the narrated time. In this narrative one can 
hardly find a dramatization in accordance with a time sequence. Everything 
seemingly has sequential relationships to the previous events but nothing 
actually has any significant resulto Everything is fioating in a fiat time zone, 
including those historical events introduced by the play. The climax that 
presumably would happen in the lot never actually occurs. No matter how 
long Oedipa is away frorn her horne, whenever she gets back, nothing has 
really changed. Things keep going on in the same way no matter if the time is 
before or after Inverarity's death. The Tristero's Empire still controls the 
rnysterious and powerful underground network no . matter if it is the 
. 
nineteenth or twentieth century. By searching for the network Oedipa 
arbitrarily goes into and out of different historical times without any 
awkwardness. For the reader the intonation of the narrative constitutes the 
significance one cannot otherwise find in the narrated events. On the one 
hand, the high-pitched monotone of the plot's absurdity and triviality helps 
shift our eyes from the represented events to the author's mental framework, 
through which the fragrnentary events are organized for a show, in order to 
grasp the vitality of the narrative. On the other hand, the impression of the 
ftatness related to the narrated time signals a violation of the conventional 
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storytelling structure, and leads us to the realization that in its depth, the time 
sequence has already yielded its regulating role to Pynchon's perceptual 
association of these events and episodes. In other words, the organic structure 
of the events as actually taking place is no longer being imitated. Without 
appredating its intonation, one can hardly grasp the essence of the narrative 
in The Cl)'ing of [ot 49 . 
The second characteristic of narrative as an utterance is that the 
speaker' s identity is contained in the utterance itself. Perceiving the 
intonation in a narrative derives from apprehending the narrator's standing; 
this apprehension, in turn, is modeled on the reading of the narrative. 
Knowing the identity of the speaker is of course a big help in discerning the 
intonation of an utterance. For an utterance like "Jack saw a wolf this 
morning," if the speaker is variously identified as his mother who has never 
seen a wolf in her whole life, a hunter who is searching for the trace of a pack 
of wolves, a neighbor whose baby has been missing for two days, a c1assmate 
who is dreaming of risky adventures, or a reporter who is telling the story 
matter-of-factly, the intonation of the same sentehce in each case is 
distinctive. In a narrative, we know the narrator only through reading the 
narrative. More often than not, even at the end, the narrator does not 
explicitly tell the reader what is his or her calculated position in relating the 
story. The accent of the narrative is mingled with the unfolding of the 
narration. At each step, the unfolding of the narration also reveals the 
narrator's identity to a critical reader. The thus-perceived accent in turn 
enriches the reader's understanding of the narration. And the rf~ader's 
perception of the narrative accent, understanding of the narration, and 
hypothesis about the narrator's identity are subject to change when the 
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assumption of these relationsbips is tested by the advance of the narrative. In 
some sense, perceiving the intonation of a narrative in relation to the 
narrator is a game of sensitivity and wit. 
For instance, in Henry James's "The Beast in the Jungle," when the 
narrator frrst mentions that Marcher senses the mysterious link between May 
and himself, the narrative tone while telling of rus passionate attachment is 
heightened with affmnation. Later, when the narration reveals that Marcher 
lacks the courage to conceive love straightforwardly, and that his self-
withdrawal renders life as dingy and mysterious as a "jungle," the narrative 
tone in relating his cowardice is intensified by the inquiry into his 
personality. Then, when the narration deals with the prolonged paradox 
between the pretended indifference and the developed feeling of tenderness, 
altruism, anxiety and mutual care, the narrative proceeds with a level tone 
that refiects the narrator's puzzlement. Finally, the narration tells us that 
with the aid of the hunger and sorrow for his irrevocable 10ss, Marcher 
eventually realizes that the beast he had be en afraid of was actually a 
• 
psychological knot of bis own unstable sensitivity and rus ambivalent attitude 
toward truth and reality. At this point, the image of the beast strikes a note in 
the reader's mind that relates the thematic melody of the narrative. It reveals 
a truth wbich the narrator tries to tell us: the consciousness one holds as the 
reflection of life is interwoven into one's life ¡tself, along with material 
events. The narrative intonation is inflected by the intensity of the narrator's 
attitude, whereas the narrator's attitude is reflected in the accented narration. 
The narrator of narrative doesn't have a fIXed identity with clear-cut edges. 
Each reader may form his or her own apprehension of the narrator's identity. 
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However, conceptually, a narrative always contains its own narrator. As 
Homer says at the very beginning of The Odyssey, "Sing in me, Muse, and 
. through me tell the story ... "(1). There is always a "me" in a narrative. The 
configuration of the narrator is essential for the reader's conception of the 
intonation of the narrative. 
At the end of The Order of Things. Foucault maintains that literature is a 
fundamental form of language, and that language in literature is neither a 
sign nor a proof, but a phenomenon in and of itself, "whose necessity has its 
roots in a vast configuration in which the whole structure of our thought and 
our knowledge is traced" (383). Uterature is "language experienced and 
traversed as language, in the play of its possibilities extended to their furthest 
point" (lbid.) In the case of the genre of narrative, as we have examined so 
far, the literary structure indeed enables language to activate its potentialities 
to an extent beyond the limits of ordinary verbal communication. 
Now we need to go back to the frrst question raised at the beginning of 
this chapter: whether language as the signifier is capable of conveying the 
intended content or meaning as the signified. Or, lo put it in a more 
challenging way, as Derrida does, the question we should ask is whether or not 
language is an adequate signifier or even if it is a signifier at all. The inquiry 
into the nature of language is directly related to the nature of narrative. Since 
Derrida is the central figure in the controversy over the nature of language 
among contemporary crities, 1 wiIl eomment on Of Grammatology's 
contribution to the subject. 
In Derrida's opinion, language as the signifier is congenitally crippled. 
The interplay among its own different layers paralyzes its ability to signify. 
When we contact a signified thing, we certainly receive an impression of the 
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thing, but there is nothing we can utilize to maintain the impression as it is, so 
it passes away immediately, and what is left is what Derrida calls the "trace." 
What the trace registers is the fact that this impression is different from al1 
other impressions. Therefore, in Derrida's words, "the (pure) trace is 
difference" (62). Since the trace imprints itself upon our perceptions in a way 
analogous to the way in which writing performs its function, the f"rrst layer of 
language, according to Derrida, is writing but not speaking. Language is 
therefore first writing (37). In this sense, "writing was, by its situation, 
destined to signify the most formidable difference" (56). Trace is the sign that 
does not depend on any sensible plentitude, audible or visible, phonic or 
graphic, "it does not exist." However, "its possibility is by rights anterior to al1 
that one calls sign (signified/signified, content/expression, etc.)" (62). It 
marks differences, and the whole language system is based on the 
correspondence between the differences marked by the trace and the 
differences of phonetic symbols. In this sense, speaking itself has already 
been signifier when it is signified by writing. Also in this sense, "difference 
is therefore the formation of form" (63). 
Most language theorles consider the bond between the signifying sound 
and the signified thing arbitrary. Their connection is supposedly established 
by social conventions. Derrida is hesitant in defining the nature of the 
relationship between the trace and the phonetic symbol. He does acknowledge 
the role social conventions have played in establishing the connection 
between the sound and the meaning, saying that spoken language is the first 
convention (11). In its positive sense, he describes the ground for the 
conventional symbolization as "totality" (9); in its negative sense, he calls it 
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"an historico-metaphysical epoch" (4). The object of his proposed 
deconstruction is tbe "closure" of tbis epoch or totality. However, he intends 
to locate tbis institutionalized arbitrariness in tbe relationship between 
speaking and writing, ratber than that between the trace and phonetic sounds. 
As a matter of fact, Derrida tries hard to point out tbat tbere is a profound 
connection between tbis frrst pair of signifier and signified. He relates it to 
tbe "pure intelligibility," tbe "absolute logos." (13). Rere he finds a kinship 
between semantics and tbeology. He asserts, "The sign and divinity have tbe 
same place and time of birtb" (14), but hastily adds tbat what he means by 
"tbeological" is "a determined moment in tbe total movement of tbe trace" 
(47). The connection between tbe sign and tbe trace (tbe so-called thing) is 
not, like sorne linguists postulate, intuitive consciousness, but "tbe essential 
possibility of nonintuition" (40). Derrida even tries to fmd some natural bond 
for this connection in tbe human pass ion tbat exceeds physical need and 
awakens imagination (217). 
Since tbe trace is an indication of tbe "disappearance of origin" (61), 
and since the relation between the so-called tbing as tbe signified and tbe 
phonetic symbol as tbe signifier is essentially arbitrary, in its first step 
(speech), language has already betrayed its destined designation if its function 
is merely to signify. "The death of speech is tberefore tbe horizon and origin 
of language" (31S). Nevertheless, things get even worse when we come to the 
second layer of language, the layer .between speech and writing. If tbere is 
still some divine or natural bond one may discem in tbe relationship between 
the signifying sound and the signified thing (the trace), tben writing (in its 
ordinary sense) is simply an artificial construction to record speech even 
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more arbitrarUy. We need writing to keep and recapture speech "since speech 
denies itself as it gives itself" (142), However, "what writing itself, in its 
nonphonetic moment, betrays, is life" (25). It is not natural. "It diverts the 
immediate presence of thought to speech into representation and the 
imagination" (144). Therefore, "writing is the eve of speech" (238). Indeed, 
the relationship between a sound and its written sign is arbitrary. For 
instance, no one can explain why there are only 26 letters representing 36 
sounds in English (Bolton 5). Writing is a supplementary system and structure. 
It has developed in such a self-referential and seIf-centered way that in a text, 
the presented form of writing, one can hardly step out of the confines of this 
artifidal system to back to the voice, even though the voice itself is only a sign 
that reminds us of the disappearance of the presence of the meant-to-be-
signified object. In this sense, as the "axial proposition" in Of Grarnmatology, 
Derrida declares "there is nothing outside the text" (163). In other words, if 
one limits oneself to the text, all one can find is the shell of the language 
system thus conceived. Unless one deconstructs the language system that 
consists of the enclosure of the "historico-metaphysical epoch," there is no 
way to gain access to the origin of the signified. 
In Of Grammatology one may discem two contradictory tendencies. On 
the one hand, Derrida puts stress on the lost natural bond between language as 
the signifier and things as the signified. His critique of the language system 
in the West is built on the logic that, unlike pictographic language, the 
language of phonetic alphabet does not imitate any pan of the signified thing. 
There is no resemblance between the referential and the referente What 
language registers are the existence and paths of perceptual difference. In 
the synchronic structure and systematic principIe of phonetic language, there 
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is no relationship of natural representation (45). Derrida grants literature 
sorne leeway in this matter, but attributes the literary attainment of 
representation to the "play of form," that is the element based on "the purely 
graphic stratum" (59). The absence of naturalness in language subverts its 
representational function. It is one of the major reasons that Derrida demands 
a re-examination of Western civilization. Derrida maintains "language is not 
an element but the element of culture" (223). The civilization he urges us to 
re-examine is built on both language and the false belief that language as the 
signifier is capable of representing things as the signified. 
Yet, in contrast with the stressed naturalness, another focus of Of 
Grammatology is the undetailed concept of "totality." As invented by Derrida, 
the concept of totality is to restrain the arbitrariness of language, and to 
explain the success of the language system in spite of its lack of a natural bond 
with hypothetically represented things. Totality is what makes language 
(writing) possible in the frrst place (9). It is the profound and implicit pretext 
of all texts. Totality itself is rooted in the history of metaphysics (13). It is the 
"essential possibility of nonintuition" (40), invading the natural and intuitive 
relationship between voice and breath (17). It is "unmotivated institutions" 
(44). Totality makes the arbitrary sound intelligible and establishes the 
relationship between the difference of the phonetic symbol and the difference 
of the trace. However, totality as an institution has its own playing rules, and 
these rules do not have any intrinsic relationship either to the uttered sound 
or to the represented world. In order to understand the world signified by 
language, one must flrst master the rules of totality. Everitually, in the process 
of understanding the world through language, what one obtains is a stronger 
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grasp of the rules of totallty. This is why Derrida asserts that, "there is not a 
single signified that escapes, even if recaptured, the play of signifying 
references that constitute language" (7); and that "the person writing is 
inscribed in a determined textual system" (160). It is also why he postulates 
that, "the history of the alphabet is accepted only after recognizing the 
multiplicity of the systems of script and after assigning a history to them, 
whether or not one is in the po sitio n to determine it scientifically" (76, 
author's itallc). 
Under other circumstances, these two focuses may not be in conflicto 
The irreconcilability of the imitative relationship between things and 
language results in intellectual creativity for cognitive and communicative 
purposes. And, instead of a single isoIated case, if we talk in Iarge tenns about 
"totality," this institutionalized intelligibility couId bring the relationship 
between the human society and the natural world to a level which the 
postulates of natural imitation cannot explain adequateIy. In Of Grammatology, 
what makes these two emphases contradictory is Derrida's conclusion about 
deconstruction. In Derrida's opinion, in using language, we are reIying on 
the instituted world whose rules are essentially different from the rules of the 
natural world we are dealing with, so unless we deconstruct this closure which 
conceals the origin (93) and covers the "historico-metaphysical epoch" (4), 
there is no way to penetrate the substitute system and get back to the natural 
origino Thus, this claim of the original naturalness is the motive and rationale 
for the postulate of deconstruction. This is the FIrst emphasis of his treatise. 
However, on the other hand, since the direct imitation of things by language is 
virtualIy impossible, deconstruction, or de-sedimentation, as he calls it (10), 
can move no further than the brink between the natural world and the 
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instituted world: tbe trace and the difference. Derrida tries to situate tbese two 
concepts within a territory between the natural world and the instituted world. 
In bis words, the trace "must be thought before the opposition of nature and 
culture, animality and humanity" (70), and "there is no language before 
differences of locale" (251). However, since the trace and difference have no 
impact on us at all unless integrated into an institutional system (a culture), 
Derrida devotes the larger portion of bis work (part In to discuss bow writing 
itself departs from nature and tums into the essential element of culture; in 
other words, how the supposed-to-be-deconstructed object has constructed 
itself into totality. This is the second empbasis of his treatise. [n Of 
Grammatology, nature is the initial reason for deconstructing culture but 
turns out to initiate a detailed discussion of culture; culture is designed to 
supplement nature but cannot be attached to nature. The contradiction 
between his two focuses makes Derrida declare that bis purpose is only to 
designate the impossibility of language in formulating tbe movement of 
supplementarity within the classical logos (314). He maintains that the 
difference between his designation of impossibility and the language of 
metaphysics is merely a hairsbreadth. "For the rest, it must borrow its 
resources from the logic it deconstructs. And by doing so, find its every 
foothold there" (Ibid.). Now, to borrow some resources from both the logic 
Derrida attacks and the logic he proposes, what kind of step can we take in 
order to surmount this contradiction? 
It seems to me that to solve this dilemma, the crudal question we should 
ask is whether or not language should be considered as representing things in 
a natural way, as a realistic painting imitates the portrayed object. To put it in 
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another way, it is the question of whether the naturalness of language is a 
quality to which we should adhere. The language Derrida refers to is actually 
the sound and meaning of tbe word, which is mainly related to phonetics, 
phonology and morphology. As linguistic research has shown, tbe set of rules 
that makes the sequence of the discrete sounds intelligible and meaningful is 
indeed acquired through socially-shared unconscious knowledge rather than 
naturally-regulated intuition (Halle 237). For instance, the speaker's intuitive 
judgements are concerned with the acceptability of grammatical structures 
(Graddol et al. 17). The mark of the social convention that regulates the 
arbitrariness between the sound and the word is also imprinted on the lack of 
correspondence between spelling forms and phonemes, as occurs frequently 
in English (Balmuth 30). The lack of the natural bond between language as the 
signifier and the things which are the signified appears not only in 
phonology. This also occurs in the structure of language. As Martinich 
observes, there is a long philosophical tradition which assumes that the basic 
structure of language and the basic structure of reality are the same, but this 
tradition has now been seriously challenged (187). If violating the directness 
(naturalness) of the relationship between language and referred things is 
itself a natural phenomenon, should we still stick with the tradition that insists 
on seeing language as the imitative representative of the referred thing? 
In the nrst place, unlike other human sounds such as a laugh of joy or a 
cry of pain, the sounds uttered as speech are meant to be a means of 
communication. Although speech is nondirectional (anyone within hearing 
distance can pick it up), when the speaker utters discrete sounds to signify a 
objective thing or a subjective mood, he or she addresses a particular audience. 
What determines the nature of the sound is not only the relationship between 
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language as the signifier and the thing as the signified, but also the 
relationship between the speaker as the addresser and the listener as the 
addressee. Thus, at the outset, the naturalness of imitation symbolized by 
pictographic writing (as Derrida suggests) is only part of the truth 
concerning the nature of language. As a matter of fact, as we can see in the 
case of the Chinese language, pictographic language must also register the 
spontaneous sound along with the pictoríal symbol. It is hard to imagine that 
primitive people communicated with pictoríal symbols without uttering 
discrete sounds, sounds that were arbitrary both to the object and the pictorial 
symbol. It is also hard to imagine that illiterate people can communicate with 
each other without a phonetic system that can work independently from 
pictographic writing. It may not be too wild a guess that, even though there 
was no visual similarity between the phonetic symbol and the signified object, 
when people started to establish a connection between the sound and the 
object, the consensus of a certain community might have had something to do 
with the similarity in the way of making the sound, as the people who were 
affected by an emotional reaction while perceiving this particular object lived 
in the same geographic area, in the same climate, and had the same 
nourishment. Unlike relying on visual images, using sound is the most 
economical way to liberate people from the direct contact with the object in 
order to communicate more freely and effectively. 
The concept of totality in the sense Derrida deFmes it is comprised of at 
least two systems, both culturally manmade. The first one includes the set of 
rules concerning phonemes, morphemes, syntaxes, and other language 
components, the rules that are established by convention and pave the ground 
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for understanding sentences yet to be created. These rules relate to how 
language works, but not to what knowledge language carries. In some sense, 
one may indeed call these rules the pretext of any texto For without them, not a 
single text would be intelligible to any one but the writer. These rules are 
alien to the natural world. However, if we consider the twofold communicative 
function of language, instead of seeing it merely as representing a natural 
thing, the convention that regulates the arbitrariness of language actually 
becomes an embodirnent of the relationship between the addresser and the 
addressee, and thus is a part of the nature of language. To deconstruct this 
social agreement is therefore to deconstruct language itself. 
On the other hand, language itself is an institution. The set of linguistic 
rules is the path leading us into language itself. The language we encounter 
in reality is never a theoretical abstraction. It cardes the sedirnent of human 
experience and intelligibility over generations. Language is the strongest 
social bond. Even living in isolation, one can never totally cut oneself off 
from societal relationships if he or she has already acquired language ability, 
since language itself contains these relationships. As soon as language is used 
either in thinking or in spoken monologue, one has already merged into the 
community where the language is used. There can never be apure one-to-one 
relationship between a perceiving subject and a perceived object. As soon as 
the subject uses language to register and describe the perception, either 
publicly or privately, he or she has already started to negotiate bis or her 
experience with other people's experiences as those reside in language. In 
this sense, as Harvey Daniels observes, "we are conditioned to some degree by 
the language we speak, and our language does teach us habitual ways of 
looking at the world" (32). Mastering language is a way of gaining access to 
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the depth of human intelligibllity. 
Karl Popper postulates that between the world of physical objects and 
the world of consdousness, there is the world comprised of "objective contents 
of thought," which he calls "world 3" (58). He itemizes the contents of this 
world, listing them as problems, conjectures, theorles arguments, joumals, and 
books. These entities are, he points out, a "symbolic or linguistic means to 
evoke in others similar mental states or behavioural dispositions to act" (59). 
The reason that this particular world can be considered to have an 
independent existence is that it materializes through language. Although 
Popper only mentions books and libraries, obviously it is language that 
transforms knowledge or thought in the subjective sense into knowledge or 
thought in the objective sen se, Le., "knowledge without a knowing subject" 
(60). Whether we should follow Popper in calling this language presence 
"world 3" is not the issue here. What Popper s theory indeed elucidates is that 
language as the embodiment of experience and intelligibility does not 
necessarily rely on either the natural (physical) world or the mental 
(conscious) state for its autonomy (67). It is rather the medium between these 
two. This postulate is contrary to Derrida's postulate of totality, since it is due 
to the lack of its autonomy that Derrida advocates deconstructing language in 
order to reveal its hidden totality. This is also a postulate we are going to rely 
on to discuss the function of narrative as a language entity. 
Derrida's concept of the "trace" gives us a clue now to explore the 
relationship between language as the signifier and things as the signified. 
Since, as Derrida observes, language cannot register the thing itself but 
merely the impression of the thing that disappears at the same time it occurs, 
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the thing we caH language is actually a register of our understanding of 
things, but not a representative of things. In order to deal with the world we 
contact, it is neitber possible nor desirable to record every aspect of every 
thing in language. Even a mirror can only provide a two-dimensional image 
of tbe reflected object. Along witb perception, language always conveys the 
perspective from which tbe thing has been perceived. If we look at the 
ancient Egyptian word and tbe ancient Chinese word that botb signify the 
same natural object like tbe sun, it is not difficult to perceive the difference 
between them and understand tbat even in pictographic language, language is 
still not meant to be an entirely objective representative of things. In the 
sCiences, scientists manipulate language through the fabrication of 
definitions and modifications to increase the approximation between our 
understanding of things and the things themselves. Even in this case, 
whenever language is used in a statement as simple as "this stone weights five 
pounds," the speaker has already framed the object witb a manmade measure. 
In literature, every work is prompted to enrich our understanding of the 
world by an innovative use of language. The new way of understanding 
embodies itself in the form of a texto Therefore, it is questionable to maintain 
that there is the trace which exists prior to the opposition of nature and 
culture, as Derrida suggests (70). It would be more reasonable to assume that at 
the very first moment of creating language, the trace itself is already ª 
mixture of the perception of tbe tbing and the subjective reaction to this 
perception. Moreover, if language itself is an institution within which we 
exchange our understandings of the world, then, since language sustains a 
particular way of perceiving the world, the question itself of whether 
language as the signifier is capable of representing the world as the signified 
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is not a valid one. Language, as an integration of an understanding of the 
world and the world itself, instead of being a system of substitution and a 
structure of supplementarity, has its own reason for existence. Based on this 
fact, Heidegger even gives a name to the phenomenon that language speaks 
solely with itself alone. He calls it "the mystery of language" (111). 
Wilhelm von Humboldt tells us that we must look upon language not as 
"a dead product" but as "a producing," and that language by its real nature is 
"an enduring thing, and at every moment a transitory one" (48-49). Language 
is not only an institution, but an ever-changing and ever-growing institution. 
After Cervantes, the term "chivalrous spirit" definitely implies something that 
was not there before; after T. S. Elliot, the phrase "the waste land" also has a 
special ring to it. The development of language, in reality, does not appear in 
the form of language per se, but materializes in language's various constituent 
genres, such as monologue, dialogue, poetry, essay, drama, narrative, etc .. 
Each genre has its peculiar way of carrying out its communicative function as 
well as of absorbing new perceptions, sensitivities and intelligibilities into the 
. 
body of language. Of these genres, narrative holds a unique position. As a 
generic mixture, it spans the speaker, the subject matter and the listener, and 
makes the bridge it constructs a unique structural feature. 
Having established narrative's relationship to language in general, let 
us go back to the question raised at the beginning of this chapter: whether we 
should consider language to be an inadequate vehicle which we have no 
choice but rely on, or the medium that endows narrative with its unique power 
and intensity. Now, according to the logic 1 have been arguing here, the latter 
is apparentIy the answer. 
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A narrative is a story. However, a narrative is not merely a listing of 
events in some chronological order; it is also, more importantly, a presentation 
of how to conceive the events in a way that the incentive we have had thus far 
will connect our own experience to the experience delineated in the story. We 
read the story of The Wizard of Oz to cbildren, obviously not merely for the 
purpose of letting them know a fictive adventure of a girl named Dorothy who 
with the Scarecrow, the Tin Man and the Cowardly Lion joumeys on the Yellow 
Brick Road to the Emerald City. In this sense, language as a descriptive tool 
may not give us the detailed picture of what is happening as we might see it 
with our eyes. But, as a cornmunicative mean s , even a very simple piece of 
language expression, such as the "Sir" attached to the name of the character 
William Walter Elliot in the beginning of Jane Austen's Persuasion, will 
associate our understanding with sorne institutional knowledge, such as the 
significance of rank in this particular society at this particular historical 
moment, and with our personal feeling to the social bierarchy. 
lf the conclusion we have reached about the nature of language is valid, 
then, as a constituent form of language, narrative does flot merely function as 
a representation of episodes and events, but as a medium to invoke a 
communication between the utterer and the listener in its association with the 
institutional knowledge. If we adopt an analogy from what J. L. Austin deflOes 
in bis speech act theory (lOS), we may call a narrative a performance instead 
of a representation. What makes narrative a unique performance is that it 
carries the performer (narrator) within itself. In the rhetoric of narrative, 
the author transforms his or her speech into the utterance of his or her 
creation: the narrator. There is certainIya relationship between the author as 
the speaker and the narrative as the speech. Nevertheless, before we trace 
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this relationship, we need first to elucidate the relationship between the 
narrator as the utterer and the narration as the performative utterance. What 
prevents this seemingly mutual-defming relationship from being a paradox is 
language's capability of connecting a particular entity to a larger expanse of 
intelligibility created by the whole body of language. It provides the reader 
with a context to examine the relationship between the narrator and the 
narration in terms beyond the limits set up by the narrator. 
In the language world referred by Popper' s theory as "world 3," a 
narrative is a concrete entity. No matter if it be a rock or a jewel, it has an 
objective existence. If we may theoretically extract it out of its language 
embodiment, probably we would conceive it as a movement simultaneously 
heading to multiple directions and constrained by the center formed by the 
narrator. It moves to its author's intention, its reader's interpretation, its 
referred reality, its other ways of understanding, its possible slot in the 
integration of the intellectual world, its connections to both predecessors and 
successors, and its relationship to other narratives, etc. Language is the agent 
. 
that substantiates a narrative intention. It is also the material that gives a 
narrative movement its physical formo In this sense, we have enough reason 
to see language as the essence of narrative. 
The Objectivity af Language and the Diversity af Vaices: 
William Faulkner's Absalam. Absalam! 
In a narrative, the objectivity of language forms the infrastructure on 
which the diversity of voices is founded. 
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A narrative is an entity of language. While it is the embodiment of the 
author's imagination, it is presented as the narrator's utterance. This fact 
poses a question for stylistic analysis of fiction. According to Geoffrey Leech 
and Michael Short's Style in Fiction. stylistic analysis has several emphases 
re1ated to the style of fiction. One of these is a stress on the particular way 
language is used, which is mainly attributed to a particular author (38). One of 
the other characteristics of stylistic study is a focus on "forms of language 
which can be seen as equivalent in terms of the 'referential reality' they 
describe" (39), in other words, the stylistic elements that beyond language 
engender these implications. Conceptually, the employment of these forms is 
under the control of the person who actually delivers the utterance--in other 
words, the narrator. Michael Toolan, in The Stylistics of Fiction. defines the 
goal of stylistics as "the provision of specific textual evidence charting the 
shifting narratorial alignments with the chief characters, more subtle and 
fluid than canonical free indirect discourse" (27). Thus, it aims at the 
language connected to the major characters, in other words, the language 
, 
uttered by different voices. What orchestrates diverse discourses into a totality 
is "a public discourse of wideIy understood vocabulary, a language expressing 
modes and frameworks which are applicable to a range of texts (not just those 
deemed literary)." This public discourse provides the "objectivity" for reading 
a text (42). 
When applied to narrative, the objectivity of language has at least two 
meanings. On the one hand, language objectifies the author's intentions and 
presents to the reader conceivable object of appreciation that in form assumes 
the narrator's utterance. To say that language objectifies narrative not only 
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means that it gives the narrative a material existence, but also implies that it 
localizes the narrative within our understanding of the world as bolstered by 
language. For instance, the phrase Faulkner uses as the title Absalom. 
Absalom! is an unmistakable allusion to the Old Testament story of David, his 
son Absalom, and the killing between two brothers. The language 
objectification of narrative is not only its acquisition of a material form, but its 
integration into language itself. 
On the other hand, the objectivity of language, as Toolan infers, entails 
the conventions that guarantee communication. Language is an ever-
changing institution. However, there is always a consensus among speakers 
in a particular community at a particular time, which regulates the changes 
and variations into a communicable way. In the case of English, despite the 
vocabulary variation in Old English literary prose (Godden 515), despite the 
lack of syntactical accord or agreement in Middle English (Fischer 364), 
despite the dramatical change in the English language with the Norman 
invasion in 1066 (Millward 8), despite the addition of slang such as Walter 
Winchell's "Slanguage" in the 20s that put his gossip 'column ahead of the 
cultural curve (Gabler 71), the English language never fails to function as "a 
systematic and conventional means of human communication by way of vocal 
sounds" (Maillward 1). Language not only records the representation of the 
thing but also registers human understanding of the thing. Speakers always 
confiem to certain rules concerning aspects of language, such as phonology, 
morphology, syntax, lexicon and semantics, to keep the channel of 
cornmunication open. 
As an entity of language, narrative submits itself to various kinds of 
stylistic analyses, However, by adopting the forro of narrative as a mode of 
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communication, tbe autbor distances himself or herself from the verbal 
expression by translating it into the narrator's utterance; hence, the stylistic 
study of narrative should be much more complex tban the stylistic study of 
poetry. As we have observed in James's The Portrait of a Lady, the narrator 
does not always express his or her perspective explicitly, but displays it by 
negotiating with different characters' viewpoints. Since narrative is a cluster 
of diverse discourses, in sorne novels, either the controlling role played by the 
narrator appears entirely invisible, or the narrator tums out to be one of tbe 
characters and yields a large part of tbe narrating role to other characters. 
Williarn Faulkner's Absalorn. Absalom! is a case in point. To put it in the 
extreme, as John Matthew does in The Play of Faulkner's Language, one may 
indeed argue that in narrative the freely inaugurated motions of language 
itself produce ideas, sense, meanings and personalities (9). This section is 
intended to use Faulkner's Absalom. Absalom! to discuss how the genre of 
narrative allows a play of diverse voices to substantiate an otherwise-
undeveloped aspect of language. 
The choice of Faulkner for discussing voices in narrative is not random. 
"1 listen to the voices," Faulkner once said, "and when 1 put down what the 
voices say, it's right" (Cowley 114). These voices certainly remain 
distinguishable. They may, as Matthews observes, indicate tbe voices of the 
southerners who attempt to draw a indictment of conternporary life or escape 
from it into a make-believe region (8); or, as Stephen Ross defines in Fiction's 
Inexhaustible Voice. these voices imply the constituent parts of tbe very 
writer's voice, like the phenomenal voice, mimetic volee, psychic voice and 
oratorical voice (12-17). In this discussion, the concept of voices is used in the 
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sen se tbat they are the patterns in which the utterances of tbe author, the 
narrator and the characters are delivered. Or, as Gerard Genette describes it, 
this the concept illustrates tbe relationship between tbe speaking subject and 
the speech (212-213). 
Compared to the terminology of Chinese literary criticism, the concept 
of "voice" is characteristically related to a literature that has come out of an 
alphabetic language. Voice is essentially a phonological termo The Chinese 
counterpart of the term of "voice" used in this sense is angle (1ff.«). In the 
Chinese phraseology, a narrative voice is a narrative angle, which is a term 
closely related to visuality. In tbe English language, tbe practice of the 
narrative voice in literature is built on the conviction that the way of saying 
things is able to change tbe meaning of what has been said. This conviction is 
cultivated in tbe experience of vocal communication. 
Absalom. Absalom! is one of the Imest presentations of narrative. It 
shows that as a special genre of verbal expression, narrative is capable of 
convoluting voices to enunciate an understanding of things, which cannot be 
cornmunicated so effectively in other forms of language .. The novel is narrated 
tbrough different voices, such as tbat of Rosa, Quentin, Quentin's father, 
General Compson and Shreve. They speak the same language and repeatedly 
talk about the same events concerning the Sutpen family, but the ways of 
narrating these episodes are always diverse and even contradictory. For 
instance, regarding what really happened between Henry and Bon, we get 
Rosa's version, tbe townspeople's rumor, General Compson's telling, Mr. 
Compson's retelling of his fatber's telling, Quentin's conjecture, Shreve's 
interpretation (he is an outsider to the South), etc. Quentin is unable to get an 
objective view of the episodes when listening to Rosa's narration, because 
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Rosa's understanding of these events bars his understanding. In Shreve's 
view, to perceive things through a Southerner's perspective was just as seeing 
events portrayed in the theater. Even the same person cannot maintain a 
consistent voice. While Quentin talks with Rosa about old times, the novel 
infonns us, that there seem to be two Quentins talking with each other (4). 
Even at the end of the story, the reader still cannot fmd a unified voice in to 
tell what has realIy happened. The diversity of voices provokes a profound 
doubt about language's capacity to provide a totally objective representation of 
reality. Meanwhile, the orchestration of diverse voices reveals the potential of 
language, in the form of narrative to deal with the issue of communication at a 
time when faith is wavering that factual reality has an inner cohesion. 
In narrative the orchestration of diverse voices is also a way to 
compensate for the linear structure of language in a phonetic alphabet. In an 
alphabetic language, the meaning of words solely corresponds to the sounds of 
letters. The sound of a word vanishes as soon as it appears. Therefore, the 
comprehension of verbal expressions keeps following the appearance of 
sounds. There is no inner drive within language to motivate the lis tener or 
reader to think transversely or retrospectively. Certain formal patterns in 
literature, such as rhythmical patterns in poetry and anti-chronological 
arrangements in drama, assist the listener or reader in breaking the spell of 
the linear structure. In narrative, the diversity of voices is an intrinsic 
power, drawing the reader back to the same issue through different 
perspectives. If we look at the italicized passages at the end of Chapter Eight in 
Absalom. Absalom! (280-86), we can see that the orchestration of diverse voices 
may elevate our understanding to the point where different voices are 
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"compounded each of both yet either neither" (Faullmer 280). 
In Absalom. Absalom! Faulkner does not explicitly identify the narrator 
of these italicized passages, as he does in most cases pertaining to different 
narrative voices. We can infer that these passages basically are Quentin's 
conjecture of what really bappened during the fmal scene between Henry and 
Bon. Shreve, the other person present, obviously shares Quentin's version of 
the story. Otherwise, be would bave interrupted Quentin during bis 
vocalization, as he does all the time in the other cases. Actually, the novel' s 
narrator tells us that both of them transcend the limits of time and place, "both 
in Carolina and the time was forty-six years ago." Moreover, "both of them 
were Henry Sutpen and both of them were Bon" (280). In other words, in 
demystifying this episode, both QJ.lentin and Shreve agree that both Henry and 
Bon believe the reason Henry had to kilI Bon was that "his mother was part 
negro" (283). Given the time span (forty-six years)and the striking 
differences between their cultural background s (Quentin is from the South 
and Shreve, who is from Canada, sta tes repeatedly that he does not always 
understand the bebavior of Southerners at all), their interpretative agreement 
is undoubtedly significant. All four agree that Henry had no choice but 
killing Bon for fear of miscegenation. In other words, despite the time and 
cultural differences, to these four minds, violating the segregation of race was 
the most unacceptable thing in life. 
Faulkner usually identifies the source of the information to help 
readers reconstruct his stories. In his fulHength manuscript of Absalom. 
Absalom!, he also wrote passages that had Sutpen telling General Compson that 
Bon was bis son and part black (Langford 260-65), but he canceled these 
passages in the novel's published formo Faulkner means to let the reader 
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conceive this joint conjecture as the consciousness coming from the cultural 
stratum. In these passages, we also sense the weight of racial segregation on 
both Henry and Sutpen's subconsciousness. When Henry receives the news 
from Sutpen, he is shocked out of the psychological balance he is trying to 
keep between his re1ationships to his father and to Bon, and thus left 
"stumbling in the dark" (283), botb physically and psychologically. He 
regards this news as unacceptable, and does not argue with himself as he did 
over the issue of incesto He is conscious of the things happening around hirn 
but loses the ability to act accordingly. He is "stooping through the entrance" 
({bid.), not only because he physically bends down, but also because he is 
morally lowered by the weight of his subconscious. In the joint conjecture, 
Henry had no choice but to prevent the miscegenation in order to 
accornmodate the morality which both Quentin and Shreve believe were rooted 
in his subconscious: "he knew what he would do; it now depended on what Bon 
would do" (284). 
In understanding the relationship between Henry and Bon, what strikes 
. 
the reader's mind but seems never to trouble both Quentin and Shreve is the 
contrast between the guilt of incest and the "guilt" of miscegenation. From 
other voices we have already learned that the relationship of Henry to Bon is 
more than just the bond between two brothers. Henry proves that he would 
rather cut off his blood relationship to his father than abandon his friendship 
with Bon. He adheres to this relationship even at the expense of his 
relationship to his family. Henry even tolerates Bon's intentíon of an 
incestuous marriage to his sister Judith. However, to both Quentin and 
Shreve's understanding, the limit to his love for Bon was miscegenation. In 
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their conjecture, there is no question that Henry would rather kili Bon to 
prevent this miscegenation. They also realize that the awareness of this limit 
also existed in Bon's mind. He "knew" that Henry would kili him if he insisted 
on marrying Judith. 
This raises a rather puzzling question: why did Bon rather "force" 
Henry to kill him instead of just giving up bis sinister attempt? Both Quentin 
and Shreve had already learned that love was not the reason Bon wanted to 
marry Judith. Bon's motive is to gain Sutpen's attention and eventually force 
Sutpen to acknowledge him. as his son. He threatens Henry (and through 
Henry threatens Sutpen) with an incestuous marriage to Judith. Unexpectedly, 
Henry almost overcomes his fear of incesto Now, as Quentin and Shreve 
understand it, Bon knew that to both Henry and Sutpen the barrier of 
miscegenation was an insurmountable barrier. As Sutpen himself confesses, 
"He must not marry her" (283). Bon knows the strength of this treat in the 
South's polítical and cultural milieu and tries to use this weapon to "force" 
Sutpen to acknowledge him. 
The episode narrated in these passages starts With the conversation 
between Sutpen and Henry. It is worth noting that both Quentin and Shreve 
are not surprised by the conjecture that Sutpen avoids a confrontation 
between him and Bon, although this cowardice is out of keeping with bis 
character. They both apparentiy understand that Sutpen dared not publícize 
his own miscegenation, which resulted in Bon's birth. Sutpen is in an 
insoluble predicamento If he acknowledges Bon as bis son, he is admitting that 
he himself has committed miscegenation; if he keeps refusing to acknowledge 
Bon, Bon will take advantage of Judith's feelings and produce an incestuous 
and a miscegenational scandal. Neither of these alternatives is acceptable. 
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There is no doubt tbat like Henry and Bon, Sutpen is aware of what will happen 
between bis two sons after Renry learns the truth. Obviously, at least to 
Quentin and Shreve's understandin~ Sutpen would ratber lose one of bis sons, 
or even both of them, than tolerate another miscegenation in his family. 
Given tbis circumstance, to tbe four minds in the joint conjecture tbe voice 
which states "he must not marry her," turns out to be the voice of a cornmand: 
"You must not let him marry her!" 
As Richard Gray observes, in Faulkner's Absalom. Absalom!, "no voice 
speaks the simple trutb and every voice is remorselessly speculative" (206). In 
the passages we are discussing here, the anxiety over race relations is almost 
palpable. However, this anxiety is so complicated that it cannot be expressed 
straightforwardly. Rere, different voices draw us repeatedly back to the issue, 
leading our attention to tbe different ways in which the issue has been 
addressed. In this novel the orchestration of voices highlights the function of 
narrative to amend the linear structure of language. 
As a special type of verbal expression, the orchestration of diverse 
voices objectifies tbe voices with wbich it is concerned. The sounds have 
disappeared, but the voice leaves its traces in the other voices' responses to it. 
In Absalom. Absalom!, each person's voice is an echo of the history. Each 
voice spreads an individual interpretation of the bistory. Voices interact with 
each other. The resonance of the voices is the emerging version of the history 
we are conceiving. In the beginning of the novel, while talking about Rosa's 
telling of the story to Quentin, Faulkner lets tbe narrator make a very 
important observation. He points out, "Rer voice would not cease, it would just 
vanish," tben, repeats, 
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and the voice not ceasing but vanishing into and then out of the 
long intervals like a stream, a triclde running from patch to patch of 
dried sand, and the ghost mused with shadowy docility as if it were the 
voice which he haunted where a more fortunate one would ha ve had a 
house. (4) 
Rere, the contrast between "ceasing" and "vanishing" is instructive. In his A 
New Approach to English Grammar. on Semantic PrincipIes, R. M. W. Dixon 
explains that in semantic analysis, in contrast to the word "fmish," the word 
"cease" has a "subjective orientation" (175). It most often refen to the 
volition of the subject-he or she withdraws involvement (241). In our case, 
Faullmer apparently tells us that the sounds of Rosa's telling might stop, but 
the voice that carríes out her relationship to what she has said will never stop 
asserting itself. The word "vanish" can mean either to disappear or to become 
invisible. In the passage "vanishing into and then out of the long intervals 
like a stream," it obviously means being invisible. Rosa's voice has vanished 
into other people's like Quentin's speculation, but never fails to assert itself 
out here and there, just like "a triclde running trom patch to patch of dried 
sand." It haunts Quentin throughout the whole novel, disturbing the 
otherwise-seemingly-plausible peacefulness of his consciousness. These and 
other voices thereby gain their own identities, and sometimes even talk to one 
another without being attachments to their speakers. Uke the voices of "the 
two separate Quentins" (4), they are talking "in the long silence of notpeople 
in notlanguage" (S). 
We learn history through language. Language embodies voices as part 
of people's understanding of historical events. Voices provide a starting point 
for further thinking. These voices also challenge one's own version of 
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interpretation. David Ragan maintains, "for many readers, it is not Sutpen's 
downfall, but Quentin's reaction to it which is the foundation for much of tbe 
nove!'s undeniable power" (15). However, QJJentin never had the chance to 
know Sutpen in persono What he comes to know about Sutpen's tragedy is 
based on the stories told by other persons in different voices. Therefore, his 
reaction to this tragedy is not only a reaction to Sutpen's downfall itself, but 
also a reaction to the different manners of relating the story. When Rosa 
invites him over and starts to tell him the story, he knows that she wants tbe 
story to be told to people who were not personally involved, and wants it to be 
told in tbe manner that she is telling him. He understands (in italícs) that to 
her mind, only through her way of telling the story will people "know at last 
why God let us lose the War" (6). Rosa's voice has the heavy accent of a typical 
Southem woman. As Quentin understand it (in itallcs again), in Rosa's mind, 
the reason that God let the South lose the War was "that onIy through the blood 
of our men and the tears of our women couId He stay this demon and efface his 
name and lineage trom the eartb" (Ibid.). It seems that throughout the whole 
. 
novel, Quentin alway argues with Rosa's voice in interpreting the tragedy. 
After three years and an education at Harvard, as we have already seen in the 
aboye discussion, he reaches bis own condusion and interprets the tragedy in 
the light of miscegenation. However, in bis final conjecture, we can still 
discem the voice of a Southem woman who, being racially prejudiced but stiU 
immersed with the obsessions and loves motivated by human nature, lacks the 
mentallatitude to explain the waste of blood and tears wbich God should have 
forbidden. 
As we have observed in the previous chapter, in a narrative, a pronoun 
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is not a general, non-identity and replaceable substitute, but an active entity 
that acq uires its identification through the acts it has been performing. 
Instead of being the substitute for a name, conceptually, a personal prono un 
in a narrative precedes the name that substitutes for it, since it is the prono un, 
an "1" or "he," that signals the character's relation to the narrator. For 
instance, in Mr. Compson's narration, along with the people in 
Yoknapatawpha, the reader first learns that there is a "he" intruding into the 
life in Yoknapatawpha. When the reader reaches the point that the people in 
Yoknapatawpha has attached the name Sutpen to the "he", the stranger's 
image already "went back and forth among the places of business and of 
idleness and among the residences in steady strophe and antistrophe" with the 
gossip caused by his deeds (24). In other words, his name is an assemblage of 
different voices centered around the pronoun that signifies an agent of action 
in the narrative. In this sense, Faulkner insists (in the voice of the narrator 
of the whole story) , "the mere names were interchangeable and almost 
myriad" (7). 
However, in Absalom. Absalom! there are two elements that do not 
handily give in to linguistic analysis. These are the elements lying beneath 
the layer of language. Everyone take them for granted even before they start 
to materialize their thoughts in language. The first element is the 
identification of sexo In the novel, the prono un in the frrst place has to be 
identified with a certain sexo For certain actions, in the circumstance and 
people's consciousness as described in the novel, can not be done by women, 
and certain sensitivities cannot be possessed by men. For instance, Mr. 
Compson always draws a clear line between men's and women's attitudes and 
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sensitivities. Women suspect things which none of men does (29); "the 
assurance of the women became one with the men's surprise"(31); "there were 
men as well as women who believe ... " (32); and "this time there were more 
men than women even who picture him ... "(33), etc. There are even the 
"femate crisis" (39), "mate principIe" (47), and "muscular habit" (75) In this 
novel the second element that precedes the occurrence of pronoun before 
anyone is able to cast a voice over it is the identification of being a negro. A 
negro cannot be considered a "he" or "she" without further modification. 
Therefore, on his or her first appearance, in almost every character' s voice, a 
negro is always called a "nigger," "negro" or "negress," to indicate the 
naturalized unnaturalness that is beyond linguistic conscience. If language is 
the strata of human understanding of the world, then the structure of 
language does reflect human nature to a certain extent. In both English and 
Chinese, the constitution of a personal pronoun (the separation of the male 
and the female) acknowledges the difference between men and women. 
However, it never permits a racial classification. The division between races, 
such as black, yellow and white, should be a category subordinate to the 
concept embodied by a personal pronoun. In Absalom. Absalom!, the 
unbalanced structure concerning the function of personal pronoun in 
narrative certainIy strikes the reader's mind with a harsh note. 
What distinguishes Absalom. Absalom! as one of the finest novel s in 
American literature is not only the story it telIs, but also the way in which it is 
toldo In this story, everyone live with tales. Everyone are trying to build up 
the inherited and surrounding world by recalling the absent history in each 
of their own voices. Language erects a mirror in front of a person while one 
is telling something to oneself. Language also shapes one's fate by imposing 
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other people's expectations through tales. 
Absalom. Absalom! ends with Quentin's trying to convince both Shreve 
and especially himself of bis feelings toward the South: 
"1 dont hate it," Quentin said, quickly, at once, irnmediately; "1 
dont hate it," he said, 1 dont hate it he thought, panting in the cold air, 
the iron New England dark: 1 dont. 1 dont! 1 dont hate it! 1 dont hate it! 
(303) 
Quentin is the one who needs to understand the bistory of bis people through a 
coherent tale. Thus, he keeps integrating new information into the story he 
repeatedly tells himself. He needs to hear someone (including himself) telling 
the story in order to believe it, for language has more power than the fact 
itse1f. To hear a thing sometimes is more convincing than seeing it in persono 
When Quentin is listening to his father telling him about Sutpen saying 
goodbye to Clytie after Ellen's death, the description is so vivid that Quentin 
thinks, "he couid see it; he might even have been there." Then he realizes, 
"No. If 1 had been there 1 couId not have seen it this plain" (155). Alarmed by 
• 
Shreve's comment that he hated the South, in the aboye passage Quentin is 
puzzled by bis ambivalent feelings about the bistory of his own people. He 
knows that bis feeling cannot be simplistically categorized as hatred. For he 
does not measure things using the standards of an unsophisticated Northern 
mind like Shreve's, just as he wouid never call Miss Rosa "Aunt Rosa" as 
Shreve keeps doing no matter how many times he corrects him. However, he 
senses the ambivalence of his feelings that are conveyed by the story he is 
telling. This is why he reacts so alertly that the narrator has to use two 
adverbs plus an adverbial phrase ("quickly," "at once," "immediately") to 
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empbasize it. He knows tbat batred is not bis true feelings, so tbat he states to 
Shreve that "1 dont bate it." However, Quentin cannot fmd the rigbt word to 
define bis feelings, and bad no other version of the story he to tell in order to 
convey tbe implication more properly. Therefore, be bas to repeat tbis 
statement to himself, in order to convince himself of the self-image molded by 
the power of language. 
If bearing is a form of substantiating the significance of life, we can 
observe this not only in QJJentin but in other cbaracters as well. Sutpen needs 
to bear bis own story, so he relates it to Quentin's grandfather. He tells it all 
over in such a manner that be appears not to be talking about bimself. "He 
was telling a story. He was not bragging about sometbing he bad done; he was 
just telling a story about sometbing aman name Thomas Sutpen bad 
experienced, wbich would still ha ve been the same story if the man had had no 
name at aU" (199). To say or to te1l gives one tbe right to exert oneself (192). 
To te1l about oneself is tbe way to assure oneself about what has been toldo As a 
matter of fact, wbat Cbarles Bon is after, even at the expense of bis life, is not 
Sutpen's property. As he informs Henry (to Qtlentin and Shreve's 
understanding), what be reaUy desires is to hear Sutpen's confession that he is 
bis father: "He should bave told me. He should have told me, myself, bimself"; 
"1 gave bim every cbance to tell me himself. But he didn't do it" (272). He 
knows tbe truth and he knows Sutpen knows it too. Still be wants it to be 
spoken out loud. People's self-identifications are fabricated within their 
verbal expressions. 
In Absalom. Absalom! people live in a culture with a rich tradition of 
telling tales. They are caugbt in the cobweb of language, not matter whether 
or not they really understand the words they encounter. When they start to 
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understand the meaning of the words through their own experiences, they 
have already begun to weave themselves into the web, and are getting to know 
the roles they are expected to play according to the tales that utilize their 
words. Thomas Sutpen is an example of this case. When he was a boy, he didn't 
listen to the "vague and cloudy tales of Tidewater splendor," because in his 
own living experience, "there was nothing in sight to compare and gauge the 
tales by and so give the words life and meaning." However, the tales were still 
ringing in his ears, and "penetrated even his mountains." When he was a 
youth, he was interested in the tales, but thought they were not applicable to 
him, since these were the stories of other people in other places. When Sutpen 
fmally realizes the authority of the words, he has already been captured by 
the tales. "So he had harcUy heard of such a world until he fell into it" (180). 
Language is the means connecting one's present to the past, personal 
experience to the larger human experience. Tales organize language in the 
forro of narrative. Narrative enables language to exercise its full potential. 
Absalom. Absalom! is a narrative, which itself is comprised of narratives. 
, 
In a phonetic alphabet language, as we have seen in the aboye 
discussion, there is no intrinsic connection between the sound and the 
meaning of a word. Instead, this combination is determined by social 
conventions. Faulkner's Absalom. Absalom! skillfully plays with this 
characteristic of the phonetic alphabet. To a certain extent, he intends to 
present some words of this type of language as pronunciations of sounds 
rather than fixations of meanings. These thus-presented words detach 
themselves from their lexical meanings, encouraging the reader to understand 
them in accordance with the voices through which they were uttered, and 
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with the circumstances that endow them with nuances and subtleties. Rosa 
gives us an extreme example of the method we may see operating in Faulkner's 
mind. While talking about her experience of living with Judith and Clytie in 
Sutpen's house, she maintains that they were like persons of different species, 
"speaking no language which the other understood, the very simple words 
with which we were forced to adjust our days to one another being even less 
inferential of thought or intention than me sounds wbich a beast and a bird 
might make ro each other" (123-124, the itallcs are mine). To a larger extent, 
the separation between the sound and the meaning of the word is the rationale 
for the manipulation of diverse voices. 
Absalom. Absalom! itseJf is an attempt to approach reality through the 
medium of language. Language's approach to reality is a process involving 
both loss and gain. Through the characters' experiences, Faulkner makes us 
aware that to apprehend the world through language involves losing the 
purity of the original impression of the world, but adds the sophistication to 
the human insight which is subsequently gained. 
As we discussed, in this novel, stories are the major channel through 
which people get to know their history. However, whether the stories can 
explain the history or not, as Me. Compson observes, is the question no one 
may answer for certain, especially when it comes to the issue of writing. "We 
have a few old mouth-to-mouth tales; we exhume from old trunks and boxes 
and drawers letters without salutation or signature, in which men and wornen 
who once lived and breathed are now rnerely initials or nicknames out of sorne 
now incomprehensible affection which sound to us like Sanskrit or Choc:ktaw." 
People are there, all of them. "They are there, yet sornething is missing; they 
are like a chemical formula exhumed along with the letters frorn that 
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forgonen chest." The paper is old and faded and falling to pieces, the writing 
faded, almost indecipherable yet meaningful. People bring them together 
again and again but nothing happens; "just the words, the symbols, the shapes 
themselves" (80). The reason that words cannot fully catch the substance of 
the past, as Rosa explains, is that the substance of remembering is "sense, sight 
smell: the muscles with which we see and hear and feel." Language is the 
material for mind and thought. Memory is the result of using language, but, 
stripped from this artificiality, "there is no such thing as memory: the brain 
recalls just what the muscles grope for: no more, no less" (115). Through Mr. 
Compson's voice, Faulkner uses the term "telepathy" to describe a particular 
state of comprehension before it is fouled by language. Telepathy is an 
intuitive communication between Henry and Bon, a comprehension 
"regardless of sex or age or heritage of race or tongue" (79). This particular 
example conveys an important notion: it is language (tongue) that comes into 
play along with the occurrence of the conceptions of sex, age and race. 
It is interesting to notice that although Sutpen is willing to tell bis story 
, 
to General Compson, when he reaches the part when he and the girl were 
engaged, he stops bis telling. "He stopped talking, telling it" (205). As we have 
seen aboye, he wants to put his past into a story, perhaps in order to beco me 
the object of bis own contemplation, but comes to a halt at this particular 
point. What obstructs him is not bis past experience, but language. We can 
hardly fmd any evidence to prove that he regrened what he had done in Haiti, 
but it is obvious that he did not want to be an outcast in the South. There is no 
way for him to fmd a single word in any verbal description of his relationship 
with Bon's mother that will not provoke racial prejudice. As soon as he starts 
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to use language to substantiate bis experience, the human relationship which 
has been instituted within language wiIl inevitably impose itself upon his 
image in the way that is different from bis own conception. He does not want 
to lie, does not want to deny this pan of history, does not want to make himself 
oblivious to what had happened in bis life, but he cannot rmd a way to counter 
the institutions existing within language itself. Therefore, the only thing he 
can do is to let it pass without saying anything, without instituting his 
experience through language. "Then he stopped" (lbid.). It seems to me that 
to make him stop here not only acbieves greater suspense, but also refiects 
the predicament Sutpen suffers. 
In Absalom. Absalom! the relationship of language to the things it 
refers is not presented mechanically as the relationship between the signifier 
and the signified. There is an understanding of the discrepancy between 
language and the referente As Rosa speculates, "there are sorne things for 
which three words are three too many, and three thousand words that many 
words too less" (134). On the one hand, language does codify moralities and 
makes Henry's mind a "puritan's provincial" one (91). On the other hand, the 
same language express ion does not necessarily mean the same thing to 
different people, no matter if it is related either to the gender or to an 
obligation (93-94). However, without language, it is impossible to think and 
cornmunicate. As Rosa says, if remembrance stays away from language and 
indulges itself merely in sense, sight and smell, "its resultant sum is usually 
incorrect and false and worthy on1y of the name of dream" (115). Now the 
question becomes how language works independentIy to create a reality which 
can affect people. 
When Judith talks with Quentin's grandmother about the effect of 
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reading letters, she infers a procedure that is analogous to the way of how 
language affects on people's minds. This is also the way in which Absalom. 
Absalom! is designed to affect the reader's mind: 
Read it if you like or dont read it if you like. Because you make so 
little impression, you see. You get born and you try this and you dont 
k.now why only you keep on trying it and you are bom at the same time 
with a lot of other people, all mixed up with them, like trying to, having 
to, move your arms and legs with strings only the same strings are 
hitched to all the other arms and legs and the others all trying and they 
dont know why either except that the strings are all in one another's 
way like five or six people all trying to make a rug on the same 100m 
only each one wants to weave his own partern into the rug; ... ít would 
be at least a scratch, something, something that might make a mark on 
something that was once for the reason that it can die someday, while 
the block of stone cant be is because it never can become was beca use 
it cant ever die or perish ... (100-101, author's italícs) 
To tel1 and to listen, to write or to read, is like making a scratch, or, as Mr. 
Compson remarks when explaining what Judith said, making the "undying 
mark on the blank face of the oblivion to which we are all doomed" (102). 
Wben you speak of something out loud, this urterance does not necessarily 
reveal its full meaning even to you, but you leave a trace on the otherwise 
blank face of human mentality. You say something in response to another's 
utterance, and other people conceive what you have said in accord with their 
own understanding. Like a piece of the rug, the meaning of the verbal 
expression is woven with the threads of different voices that are "aH in one 
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another's way." Like the speaker, the uttered sound is doomed to oblivion, 
although in its continuous changes, language becomes the assemblage of the 
"undying mark(s)." Along with the human deeds it records within it, 
language preserves itself and turn into a "block of stone." Different voices 
may vanish from hearing but will not disappear, for when making language, 
"each one wants to weave his own pattem into the rug." 
Narrative is the form of language that makes the vanished voices 
distinguishable. Absalom. Absalom! is a successful effon which proves how 
powerful a narrative can be in exercising the potential of language. Various 
versions of the story--Rosa's, Quentin's, Quentin's father's, General Compson's, 
Shreve's and the joint conjectures- a1l complement one another, not only in 
the sense that each of them provides a segment of the plot, but, more 
significantly, in the sense that each narrator contributes to the story with a 
unique voice. 
The orchestration of diverse voices creates a reality that substantiates 
itself in language. This language reality, in tum, negotiates the problems 
emanated at the brink between the real world and 'the unreal world we 
encounter constantly in our daily lives. It is not difficult to imagine Rosa's 
remembrance of the Sutpens as a mixture of the elements based on her matter-
of-fact observation and the elements stimulated by her frustration and sexual 
disappointment. Without putting the remembrance into language and 
referring to the narrations in other voices, even to herself, there is no way to 
grasp the subtlety between the real and the unreal. The paradox between 
absence and presence is a constant mystery in Absalom. Absalom!. It is 
related to the gossiped existence of a character, the body of a dead person, the 
expected or unexpected result of a known or unknown action, the climax or 
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anti-dimax of the conjectured plot, the consequence of tacit agreements on 
morality, the object of desire, the vision of fantasy, the eruption of emotion, 
the reason for frustration, the scene in the imagining eyes, etc. Without the 
aid of language and the manipulation of diverse voices, there is no way to 
formulate the absence of the expected presence, or the presence tbat lacks the 
essence for its existence. 
In Absalom. Absalom!. history breathes its life through voices. To 
understand history, as Shreve leams to do at the end of novel (301), means 
leaming to decipher words. Quentin needs Shreve to "teH" him, in order to 
darify the idea of future, even though its implication is in the story they both 
know; and Shreve, even though he has already had his own opinion, needs 
Quentin to "teH" him, in order to hear Quentin's attitude toward the South (302-
03). Silence means oblivion. In the novel, the house on Sutpen's Hundred is 
the symbol of the vitality of the Sutpens and the resource for the mysterious 
tales. When Quentin finds the house is on fire, "Quentin could see it" (300). He 
can see the fury of the fire, but, as the narrator informs us, he cannot hear 
the sound that should accompany the raging fire. As the symbolic destroyer, 
"the light thin furious creature (was) making no sound at all now" (lbid.). A 
silent world is a world which does not really existo To have no sound is to have 
no life. 
The Potentiality of Language and the Closure of Narrative: 
Cao Xueqin's Dream of the Red Chamber 
Narrative is a form of verbal expression that has an internal drive to 
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activate sorne potential qualities of language. In turn, as we have observed at 
the end of the first section of this chapter, language substantiates the 
narrative rnovement that leads the reader's attention in various directions at 
the same time. The formal structure of narrative demands textual closure. The 
enclosed language and the narrative movement interact within this textual 
enclosure. The joint act does not stop at the dam erected by the ending of the 
story. The energy stored in the reader's mind through knowing the 
development of the plot bounces back, portending the other directions which 
the narrative movement involves, such as the narrator's way of presenting 
the story; the author's intention; the convincing interpretation; the 
referential reality; the way of understanding; and its relation to other 
narratives, etc. The textual enclosure is not necessarily the periphery of a 
narrative. What gives the reader's irnagination free rein in reading a 
narrative unleashes language's potential. 
The potential of language discussed here refers to language's capacity to 
allude to something beyond the thing it directIy sates, signifies, refers, 
describes or indicates. It is the capacity that dwells in tne nature of language. 
There are some special ways of organizing language, like figures of speech, 
that explore this property of language and, for instance, use a nonliteral or 
intensive sense of a word or words to create a forceful, drarnatic, or 
illuminating image. Both the English and Chinese languages have this 
potential. In this section 1 will make the case for its presence in Chinese, as 
this relates to its rnanifestation in narrative. There is a particular reason for 
this choice. Unlike in the Western tradition, where the study of language 
started with the emphasis on the one-to-one phonetic relationship between 
the signifier and the signified, in the Chinese tradition the study of language 
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started with the emphasis on the unbalanced relationship between the 
signifier and the signified, encouraging people to pay attention to the alluded 
part of the world which cannot be direct1y conveyed in the verbal expression. 
This habitual way of comprehending language, in turn, plays a significant 
part in formulating how people thin.k. There is no need to argue that both the 
language consciousness and the thinking pattern must leave traces of their 
influences on the formation of narrative. In this section, 1 will discuss this 
potential of language as it is shown in Cao Xueqin's •• ~ (1715 [1724] -1763 
[1764]) and Gao E iii16 's (ca. 1738-1815) Honglou Meng ftItt. Dream of the 
Red Chamber). 54 
Epistemologically, Chinese is a pictographic language. However, this 
does not mean, as it is commonly believed since Ernest Fenollosa and Ezra 
Pound, that a Chinese-speaking person reads each Chinese character as a 
graphic miniature of the represented object. Although at its beginning, 
pictograph is the essence of the Chinese language (Ma 21), even at its very 
early stage, the Chinese language already developed a system that connected 
. 
the meaning of a word to its sound. In the earliest epistemological dictionary 
Shuowen ]iezi !iJt_* (The Explanatory Dictionary of Characters, A.D. 100), 
of the nine thousand words it records, more than ninety percent are made of 
with a phonetic componente Yet there indeed is an impact which the essence 
of the pictographic nature has left on the people's thinking. This is the 
54 In this essay, 1 will mainly focus on the first eighty chapters written by 
Cao Xueqin, ignoring the inconsistency between them and the later forty 
chapters reportedly added by Gao E. This inconsistency is irrelevant to this 
discussion. 1 use Cao Xueqin as the name of the author when 1 refer to the first 
eighty chapters, Gao E for the following chapters, and both of them or simply 
the "authors" for the content joint1y related to the whole novel. 
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conviction that language offers a direct eonneetion to the world, just like that 
of a picture to the imitated object. It is a convietion that is reinforced by the 
fact that there are so many words containing pietographic eomponents. As 
James Uu observes in his posthumous work Language--Paradox--Poetics, "In 
general, whereas Western thinkers concerned with the nature of language 
coneeived of writing as a representation of spoken language, which was in 
tum conceived of as an intermediary between the world and human beings, 
the Chinese saw a direct relationship between writing and the world, without 
the necessary intermediary of spoken language" (18). 
If the major channel through which a phonetic language performs its 
function is symbolie, then, the major ehannel through which the Chinese 
language performs its function is synecdochic. In the former case, a word is 
associated to its referred object only by convention. It is alien to the objeet. In 
the latter case, a word relates to the referred object supposedly by reproducing 
a pan of its image. It is akin to the object. In literature, the produets of both 
languages seek for meanings beyond their direct reach. In the former case, it 
is for something else symbolized by what has already been said; in the latter 
case, it is the thing for which what has already been said is only a parto 
Recently, sorne critics, such as Haun Saussy in his The Problem of a Chinese 
Aesthetic, argue that the concept of allegory explicated in particular by Paul 
de Man is applicable to Chinese literature, and, in Saussy's words, "under the 
circumstances, to speak of a Chinese form of allegory would amount to erasing 
the differenees between East and West" (25). However, if we follow Saussy and 
define allegory as a verbal expression that "says one thing in words and 
another in meaning" (13), it is not difficult to conceive of allegory as a 
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rhetoric closely related to a culture based on a phonetic alphabet. It seems to 
me that in the Chinese language, the cornmon ground for verbal expressions 
is: to say part of a thing in words and the whole thing in meaning. 
Since ancient times, the synecdochic nature of the Chinese language 
has puzzled Chinese thinkers with the question of whether or not language is 
capable of representing the world. A pictograph can only imitate a part of the 
object though it is meant to signal the whole thing. Therefore, the question of 
whether language is capable of representing the world leads to the question of 
whether a part of a thing is capable of standing for the whole thing. For 
instance, as Zhang Longxi points out in The Tao and the Logos, in the mind of 
the founder of Taoism, the named totality is no longer the totality itself (27), 
for name itself is only a part of the totality. However, there are some other 
theorists who hold more positive opinions. In their views, cosmologica1ly there 
are two elements that grant language this capability. On the one hand, 
although language only imitates a part of the thing, the part it imitates always 
has an intrinsic relation to the whole to which it belongs. On the other hand, 
ín ancient Chinese philosophies, both the subject and the object emanate from 
the essence of the universe, As the means to conneet the speaking person and 
the referential world, language lean s on the hannony between the person as 
the subject and the world as the object; and the harmonious resonance 
between the subject and the object lays out the ground for an intuitive 
comprehension of the world, even though this comprehension is only inspired 
by glimpses of the speculative world. 
Since language is the most important means (actually, the only means 
before the electronic era) through which human beings are able to 
comprehend the world beyond direct contact with their five senses, the way 
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language is perceived profoundly predisposes the way of thinking. And both 
Ianguage and the way of thinking have a bearing on the formation of 
narrative. In English narratives, given the linear pattern of English, the 
whoIe structure of the verbal expression has decisive power. The significance 
of a pan lies in its contribution to the development of the whoIe (e.g. the pIot). 
On the contrary, in Chinese narratives, based on the habit of knowing the 
language, the appreciation of the connotation of each re1atively independent 
part (e.g. a chapter) is the key to elucidating the denotation of the narrative as 
a whole. The entire structure of the narrative plays the role of connecting the 
parts, textually and thematically, but Lacks the power to conclude aH 
implications the reader may derive from the appreciation of the parts. 1 ofien 
feel that making this distinction is a crucial step in leading students from 
Westem cultures to an appreciation of classical Chinese novels. 
The division of chapters is a generic characteristic of the Chinese novel. 
Most Chinese novel s (certainly all of the well-known ones) are zhanghui 
xiaoshuo .(8JJ'J,~ (the chapter-based novel). It is conunonly believed that 
, 
this characteristic of the Chinese novel derives from the tradition of prompt 
scriptures. The early novels, such as Sanguo Yanyi =IBlM. (The Three 
Kingdomsl and Shuibu Zbuan *ilf1!ll (Water Margin), developed from the 
prompt scripture written for storytellers. And storytellers had to divide long 
stories ioto time-allotted segments. Therefore, it was convenient for the 
novelist to write novels that consisted in relatively independent units (zhang 
• or hui [§)). While this certainly is a reason, I believe that there may be 
other reasons. As a matter of fact, some Later novels were created personaLly 
by single writers and not meant to serve as prompt scriptures for storytellers, 
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such as Jin Ping Mei ~ •• (The Plum in the Golden Vase) and Honglou 
Meng tttl. (Dream of the Red Chamber). They are still chapter-based 
novels. As Andrew Plaks observes, the title of each chapter (a couplet) in the 
Dream of the Red Chamber is the summary of the chapter (Archetype and 
Allegory 72). In other words, each chapter can be summarized as a relatively 
independent unit. Eugene Eoyang provides us with an example earlier than 
those early novels. He examines the manuscript of a story about the emperor 
Shun Jt, recorded in tbe 9th and 10th centuries and found in the cave of Tun-
huango In his analysis of the narrative, one of the conclusions Eoyang has 
drawn is, "the structure of the story is serial, one scene leading to another 
almost identic al , like indistinguishable links in a chain" (47, my italics). 
Obviously, in this case, the appreciation of the whole story rests on the 
reader's sensitivity in grasping each scene; and the appreciation of each 
independent scene inspires the reader to establish associations among 
seemingly indistinguishable scenes, in order to form a comprehension of the 
whole serial. The language-oriented comprehension thus exercises its 
influenee on the formation of narrative. The appreeiation of narrative 
reinforces the habits cherished by the language-oriented comprehension. 
The accentuation of particular sections of a narrative challenges our 
habitual way of reading a narrative. This habit looks for the gist of the work 
in the climax of the plot. According to traditional Chinese literary criticism, 
every suecessful novel must have some chapter(s) that eommunieate(s) the 
soul and spirit of the work to the reader. Such a chapter is eommonly known 
as the "eye" of the work. In some cases, the ending of the novel, such as in the 
Dream of the Red Chamber, is mainly a manifestation or an ironie lack of 
fulfillment of the gist which has already been displayed in particular 
. 
. . 
.. 
.. ~.' . 
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chapter(s). It is not only that particular chapters conduct the reader's 
imagination to the novel's ending, but, more significantly, that the ending 
also leads the readers attention back to certain chapter(s). 
Chapter Five occupies a central position in the Dream of the Red 
Chamber. First, it predicts the destinies of the major female characters and the 
drama of the intrigued passions tbrough the song-suites on the twenty-four 
beauties. Second, it displays the conflict between lust and social convention 
and creates the tenn yi yin .~ "lust of mind," in order to deal with the 
haunting theme to which even the ending of the novel can only provide an 
escape as the solution. Since this case shows how a particular chapter or even 
a particular phrase can be as pregnant with significant implications as the 
ending of the narrative, it is justifiable to give a detailed discussion of it below. 
A sense of helplessness is the most striking feeling one may conceive in 
reading the Dream of the Red Chamber. On the one hand, there are irresistible 
desires resulting from natural human impulses; on the other hand, there are 
uncontrollable social forces from without interrupting· the courses of the 
characters' lives. Everyone living in the mundane world is trapped by the 
entanglement of lust and the imposing social forces. The artistic charm of the 
novel partly lies in its tragic ending. However, the tragic ending mainly 
manifests the impossibility of solving the problem, and this impossibility has 
already been indicated in Chapter Five. The protagonist's transformation into 
a monk reno unces his lust, but does not unravel the conflict between lust and 
social convention. At the beginning of the novel, even the image of the stone 
itself alone actually conveys this helpless feeling. It is arare stone that is 
supposed to be capable of building a corner of the universe, but, while 
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confronting the human affairs, it is merely able to record what it has seen. 
The magic power it might exert in building the universe turns out to be 
impotent when dealing with human affairs. 
Lust and social forces somehow function as independent agents in the 
Dream of the Red Chamber. It is not that the conflict between them matures at 
the climax of the plot, but that the confrontation between them reaches its 
clímax in several central scenes. On the one hand, no matter whether they are 
young nobles, aristocratic ladies, servants, maids, officials, civillans or even 
nuns, people act under the pressure of various lustful desires that counter 
their conscientious wills. There is a poem called Hao-liao ge ~7~ (Won-Don 
Song) that recapitulates this phenomenon. As it observes, everyone know that 
it must be euphoric to lead a life of the immortal, but nobody is able to resist 
the temptation of lust for power, money, a beautiful wife or descendants 
(17).55 On the other hand, no matter how high the position one hold, how 
rich one's family is, and how well one's condition appears at moment, 
everyone is subject to unexpected disasters caused by certain alien powers, 
such as the Emperor's arbitrary dedsion, the interferente of a strange person 
like an unknown monk, and even some seemingly insignificant gossip. 
Therefore, everyone is in the grip of two forces that were determining one's 
fate but out of one's own control: the lustful impulse from the inside and social 
55 The edition of Dream of the Red Chamber 1 use is the 1992 edition collated 
and annotated by the Institute of the Dream of the Red Chamber of the Chinese 
Arts Academy (¡:PIBJ~-m~~~nt1.$f~m-). and published by Renmin 
wenxue chubanshe A~)<:.w~tt (the People's Literature Publishing 
House) in Beijing. Although 1 have frequently consulted the translation by 
David Hawkes (The Story of the Stone, 5 vols., Bloomington: Indiana UP, 1973-
1987) and that by Yang HSien-yi and Gladys Yang (3 vols., Peking [Beijing]: 
Foreign Languages Press, 1978-1980), the translations in tbis essay are aH 
mine. 
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power from the outside. Every society needs to compromise between these two 
forces in order to maintain its well-being. In the society described in the 
novel, this compromise has obviously broken down. The bond between these 
two forces is reassembled into a specific relationship with all its intensity 
preserved. This novel is also named "A Rare Mitror of the Affairs between 
Men and Women" (m.A".), for apparently, in this specific relationship 
depicted in the novel, the tension between sexual lust and related social 
conventions indeed plays a special role in the novel. 
In Chinese the word sexual lust (yin, ~) has a twofold meaning. It 
indicates sexual activities as well as implies unconstrained excessiveness. 
Originally, in Xu Shen's M-1Il Shuowen ]iezi 8iJ<:Wt .. (The Exolanatory 
Dictionary of Characters), yin only refers to the natural progress of a gradual 
penetration caused by excess, especially related to water (S 51). This 
etymological meaning tells us that in the very beginning, when the Chinese 
people started to use this word, they had already realized the self-stretching 
tendency contained in the nature of sexual activities. In the Dream of the Red 
Chamber, due to the special circurnstances set up in a declining noble family, 
the longing for sensual pleasure in sex inflates itself to the point where no 
moral condition has any constraining power. Beside the explicit descriptions 
of some titled scenes such as "jia Rui conceived a lustful desire while attracted 
by Xifeng" (Chapter 11), "Xifeng stormed with jealousy while outraged by the 
unexpected scene" (Chapter 44), "Jia Lian took a concubine in secret" (Chapter 
65), and "Baochan set up a trap in the pursuance of lust" (Chapter 91), through 
sorne implicit references, such as what liaD Da says when he is drunk, the 
ornaments displayed in Qj.n Keqing's room, and jiang Yuhan's uttered opinion 
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about the mores in the Jia Family when he refuses to marry You Rrjie, it is 
inevitable that the reader senses the unrestrained lust. Lust stretches itself 
like an antennae that sticks out at every spot only to get even more 
protuberant in obtaining the sensual pleasure. Looking into the nun Miaoyu's 
turbulent feeling toward Baoyu before she is kidnapped, it is not difficult to 
discem the temptations of sexual pleasure even in the mind of a persons as 
self-contained as Miaoyu. If we see the Chinese character ~ as the pictograph 
of lust, then, to a certain extent, we may see the whole narrative as an effort to 
explicate every detall represented by each dot or line within this character. 
What happens in Chapter Five is by and large a microcosm of what 
happens in the whole novel. The chapter title contains the book title: hong 
Jou men tttt.. This coincidence indicates that what happens in the whole 
story is hardly distinguished from the dream Baoyu has in this chapter in the 
Red Chamber (hong Jou tttl). The word dream (meng .) here also creates 
a visual framework that absorbs the issues lingering between reality and 
unreality. In this chapter, the way Disenchantment deals with Baoyu's sexual 
desire is comprised of two parts. On the one hand, she offers Baoyu the most 
desirable woman in his dream, letting him release the pressure by enjoying 
whatever he desires (82). On the other hand, she warns Baoyu before his 
dream that one who believes in the total indulgence of sensual principIes and 
totally disregards his sodal responsibilities is doomed to be disillusioned. If, as 
she infers, people mereIY follow their sexual desires and only pursue 
stimulating objects such as a pretty face, a lustful song, a charming dance and 
sexual ecstasy, then society wouId lose the cohesive power to regulate people's 
behaviors (90). However, the problem we have in the Dream of the Red 
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Chamber essentially is not whether one should respect social convention, but 
that there is no social convention that still has the power to regulate people's 
sexual behavior effectively to benefit society as a whole. lnevitably, Baoyu's 
sweet dream virtually turns into a nightmare. 
In the novel, sodal convention is called shi dao tlt!1! (lbid.). Uterally, 
this rneans "the way of the world." This is another visual irnage that ernbodies 
tacit agreernents on rnorality, farnily decrees and state laws. We indeed fmd 
sorne shi dao tlt!l in the novel. For instance, Baoyu's mother never tolerates 
the rnaid who arouses her suspicions of seducing the young master. Sorne 
books like Xixiang Ji iffi -"'Se (The Story of the West Chamber) are not allowed 
among girls. Any object with obscene pictures, like the embroidered purse 
picked up by the maid Sa Dajie, are absolutely forbidden. There are certainly 
sorne prohibitions carried by the law to protect innocent women. However, if 
we examine the cases more carefully, we fmd that these decrees and laws are 
merely some traces left over frorn sorne other purpose. For instance, Lady 
Wang, Baoyu's mother, insists on expelling Qjngwen because, she claims, she 
cannot tolerate the girl's manner and appearance.' If we notice the 
similarities the narrator stresses between Daiyu and Qjngwen in their manner 
and appearance, and the tolerance Lady Wang shows to the relationship 
between Baoyu and Xiren, we may reasonably interpret that Lady Wang's 
dislike for Qingwen is actually a symbol of her hidden fear of Daiyu, since 
Daiyu is a threat to the would-be marriage between Baoyu and Baocai. This 
marriage would certainly strengthen the relationship between the lia Family 
and Lady Wang's own family (Baocai is one of her close reIatives). Ukewise, in 
the core pIot, the incident of the embroidered purse is mainIy used as a weapon 
for the struggIe among the different branches of the lía Family. In the case of 
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those forbidden books, if we contrast them to the obscene scenes participated 
by the male characters, such as those lewd lines made at the party by Xue Pan 
(397), we'll understand that such decrees are mainly meant to keep the women 
in a subordinate position, a position that is later manifested in Yingchun's 
marriage. As for the laws which are supposed to protect innocent women, 
from two cases when Xue Pan seizes Xianglin and another innocent woman, 
and murders the people who are in bis way, and the case when jia üan takes 
hold of You Erjie, we can dearly see that such laws also provide opportunities 
for executive officials to ask for poli tic al favors and money in exchange for 
the acquittal of the criminals. In the novel, those who violate the moral codes 
have no sodal conscience; those who are supposed to back up the conventions 
officially only superficially adhere to these values which actually serve as the 
chips bargaining in the game of politics. The argument presented by 
Disenchantment (also by Baochai and Xiren in other chapters) urging Baoyu to 
abandon the habit of mixing with girls, is mainly based on the reason that it 
will prevent him from devoting all of his energy to secure a polítical career . 
. 
Yet there is no one who can give him a positive opinion of what is the proper 
way to deal with the other sexo 
However, in the novel there is a new attitude toward sexual 
relationships and speculation over a new type of balance between sexual 
desire and social conventions. Cao Xueqin coined a new word to substantiate 
this new attitude in the novel. The word is yiyin :a~ (lust of mind). 
Yiyin :a~ (Lust of mind), as def1ned by Disenchantment in Chapter 
Five, is an obsessive passion born of one's natural faculties. Unlike the 
common lust that is merely sexual desire, yiyin, besides its association with 
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the longing for the other sex, is involved with emotion, passionate dependence 
and the tenderness resulting from the harmony between two people. Only 
through the heart, not through the mouth, is it communicated, and only 
through the mind rather than through words is it understood. It can win 
understanding friends among girls, but cannot avoid inviting scandals in the 
current world (90). This concept thus maintains a conflict within itself. 
Correspondingly, the word itself is actually a paradoxical combination of the 
commendatory term yi :a (spiritual) and the derogatory term yin ~ (lust). 
The word yiyin .~ (Lust of mind) signals a blend of sexual desire, 
passionate affection and spiritual awareness. Thus, it has a meaning common 
lust doesn't have. In Disenchantment's words, "To indulge in women is a kind 
of lust. To experience the affection aroused in loving women is even more 
definitely a lust"; however, "although all the lusts essentially are the same, the 
spirituality involved may be differential" (90). To attach the character :t 
(spiritual) to the word stem ~ (lust) is an intent to associate sexuality with 
spirituality. In tum, adding the spiritual fulfillment to the sexual impulse 
shows a tendency to break up the obsolete convention and build a new ground 
for sexual relationships. 
Throughout the en tire novel the narrator is struggling with Baoyu's 
feelings toward Daiyu. The fact that he needs a goddess like Disenchantment's 
help to explain tbis feeling indicates that in the mundane moral system he 
cannot find a extant convention to define this newly-found feeling. This 
paradox is also indicated in the narrative structure of the novel. On the one 
hand, the narrator follows the logic of the story of Baoyu's tife that heralds a 
new type of feeling. On the other hand, whenever he needs to change the 
course of the story significantly, the narrator always appeals to some 
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supematural powers, such as dreams, the mysterious monk, and the Jade, the 
powers that demonstrate both the stubbornness and the impotence of the 
obsolete social conventions. He cannot help it because there are two 
contradictory tendencies deve!oping throughout the novel. lo reality, Baoyu 
and his adversaries are living in different realms of mores. Neither of these 
two systems can force the other to accept its own moral standards. This 
decisive power has to be assumed by sorne agent who is able to surpass both of 
them. The solution offered at the end of the story is already predicted by the 
nightmare at the end of Chapter Five. There is no place in society for these 
new feelings and attitudes. The narrator keeps moving through the 
trajectories among lust, convention and the groundless state for which Baoyu 
stands. lo the dream he falls into the darkness; in reality the only way left to 
him is to escape from reality. To beco me a monk simply mean s repressing 
natural desires as well as abandoning all social conventions. The path the 
narrator follows virtualIy circles back to the theme displayed in this chapter. 
This chapter is a microcosm rather than an embryo of the whole novel. 
, 
In the Chinese manner of conceiving narrative, narrative is not merely 
a product of language. It sustains a piece of the ongoing life within the textual 
frarne for the reader's speculative contempIation. This idea is reflected in the 
structure of the Drearn of the Red Chamber. The narration is arranged to be 
seen instead of being heard. The whoIe story is supposed to be witnessed by 
the stone, and the stone is supposed to be the narrator of the story. However, 
the story is not toId by the stone to some audience, but is written on the stone, 
waiting someone to come to read it. EventualIy, by chance a certain Taoist is 
passing the mountain where the stone is situated, and "he accidentalIy saw the 
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inscription on a large stone, and the characters were c1early discernible, the 
narration was in good order" (3-4). He read it from the very beginning 
(ttSi-", 4), and the narration begins with the saying "let us see what is 
the story on the stone" (ii."~J:::f!1aI1&., 7, my italles). The eornrnent made 
by the author (Cao Xueqin) himself on the story is "nonsense over all pages" 
( ~~m.-a-) . However, he asks, "Is there anyone who may decipher the 
hidden meaning?" (1l.~'1='Q;t, 7) Therefore, it is a reasonable assumption 
to say that to read the story in its written form has a special significance. Part 
of this significance lies in the way to teH what language really is saying from 
what it has actually sayo 
In Chinese, there are two characteristics c10sely related to the issues we 
are diseussing here. One is the c1arity of the language; the other is the 
allusiveness of its usage. Let us first examine the frrst one. As early as in the 
time when Confucius preaehed his doctrines, Chinese seholars started to have a 
so lid conviction that the stability of a state relies on the clarity of the language 
which has been used. One of the influential Confucian doctrines in the history 
of Chinese thought is "to give the right name to the right thing" (iE-&). Xun 
Kuang ~~5t. (fl. 298-238 B.C.) advoeates, "Thus, in the way in which the 
capable sovereign carves names, when the name is established, the named 
thing has always been differentiated"(695: 257); "knowlng that different 
things should have different names, (one) should give each single different 
thing a different name. They must not be mis-matched" (695: 258). Uu Xiang 
~IJPJ (79-8 B.C.) even maintains, "The principIe of all professions is to use a 
particular express ion of language. If the choice of language is proper, the 
enemy may thereby be defeated; if the choice of language is right to the point, 
the country will be well guarded" (696: 143). In its early stages, the Chinese 
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study of language concentrated on the correspondence between language and 
the things signaled by language, rather than the internal relationships 
among the different language elements. Most earliest linguistic works, such as 
Er Ya .~ (Approaching the Rightness, before 200 A.D.), Shouwen jiezi 
aiJ<.* (The Explanatory Dictionary of Characters, 100 A.D.) and Shi Ming 
".g (Explanations of Tenns, before 220 A.D.), work on establishing a concrete 
relationship between words and the things these words define, in other words, 
to consolidate language into another kind of reality that is as reliable as the 
reality it stands foro Between these two realities, clarity is an indispensable 
intermediary . 
On the other hand, traditional1y, the usage of the Chinese language is 
heavily tinted with allusions, and thus forms the aforesaid second 
characteristic of the Chinese language: the allusiveness of its usage. Chinese 
is a language full of idioms (that record the lessons drawn from well-known 
stories) and allusions (that refer to historical events and figures, the sages' 
sayings, or certain metaphors created in literary works). Gongsun Long 
. 
~¡¡,. (fl. 284-259 B.C.) already realized that everything contains a paradox 
between the name it has and the thing the name may refer to (see Tan, 14). 
Unlike what we may find in the Western model of literary reading that 
conventionally leads the reader either to the empírical description or to a 
fictional or metaphorical dimension beyond the literal description, Chinese 
writers always play with the paradox between the empírical description of the 
real object and the allusive meaning under the literal depiction, and maintain 
the reader's attention to both of them. In Gudai Hanyu ~~~a~ (Classical 
Chinese) , Wang Li in lists eight rhetorical devices commonly used in 
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classical Chinese, and points out, "Of the aforesaid rhetorics of classical 
Chinese, most are related to using allusions" (4: 1306). [ntellectuals in ancient 
China always associated in close circles. They read the same books, built 
personal relationships, and communicated with one another through 
allusions. These alIusions acquired their typoIogicaI meanings over 
generations. It was cornmonly believed that these meanings couid only be 
grasped through the mind, and couId not be communicated by word 
(7-!1:iJ:f&~~1:iJi!r. ). The point is, one needs to decipher what ianguage 
explicitly says in order to apprehend what it implicitly says. 
The interpIay of these two characteristics of the Chinese language has 
cuItivated a particular reading habit in the mind of a Chinese reader. It is 
especially true for literature. The reader is constantly iospired to pay 
attention to both the logic carried out by what has directly been said aod the 
logic intimated by what has been tacitly alluded too The faculty of association 
is kept alerto The active state of mind in reading the language is also reflected 
in the language itseIf. As Wang Li (3:1'J) observes in bis Hanyu Yufa Shi 
~a~6~~.!t!. (A History of the Chinese Gram.mar), in classical Chinese, "in sorne 
places. the logical relationship can be comprehended meotally but not 
articulated io words C6Jt...ltitiTü/f'RJt...lS11J )" (481). For instance, the 
subject of a senteoce is often omitted, and so are sorne conjunctions and sorne 
verbs and adverbs that function as conjunctions. lo more complicated verbal 
expressions like narrative, the ioterplay of the literal reading and the directed 
association is not only preserved but intensified. 
Dream of the Red Chamber is a work that skillfully explores the 
potential of the Chinese Ianguage. [o his Introductioo to the novel, Qi 
Liaosheog ~.~ remarks that the novel affects the reader Like a voice 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
223 
singing two songs at the same time (31). Its artistry consists largely in placing 
the story between what is real and what is unreal. 
The story recorded on the stone itself is a reality: a language reality. Its 
reliability in representing the described world has rarely been questioned. 
The novel's descriptions oC the Uves in the garden is lavished with 
extraordinary accuracy and vivid details. Cao Xueqin himself tells us that he 
spent ten years in refming the wording of the novel, revising it five times (6). 
The lhiyan 1Ji1(l Commentary observes that this novel is akin to poetry in 
its concem over language purity (lianzi ~*, see Yu Pingbo 220). The novel 
itself stresses that whatever it offers the reader is "faithfully recorded" (6). 
For the sake of truthCulness, the recorder of the personally-seen-and-heard 
( *11~'JUW1) stories will not make slight alterations for the purpose of 
flattering the reader's taste (5). The reality created by language is the context 
through wruch we come to know the individual characters and events in the 
story. However, this is the novel's small contexto 
The title of the novel itself turns this language reality into unreality, 
. 
calling it a "dream." Since it is a dream, there should be a broader reality 
when people awaken from the dream. Throughout the novel, the authors use 
many puns, including the characters' names, to remind the reader that 
neither the recorded reality nor the language reality is as reliable as assumed. 
For instance, there is a person who realizes the deception of the mundane 
glories and predicts the ending of the story at the beginning of the novel. His 
name is pronounced as zhen shi yin. In its possible written fonns, this can 
have different meanings. As the n ame , it is written as R±~J, a last name plus 
a given name with the possible meaning oC "a learned person vanishes." 
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However, the reader is unmistakably urged to take the strongly alluded 
meaning of another possible written form •• a , which means "the real 
things have been hidden away." This pun is purposefully employed to break 
the sequence of the reader's perception in apprehending the language reality, 
leading the reader's attention to the alluded significance. Cao Xueqin tells us 
this explicitly at the very beginning of the novel (1), as if afraid that we wiIl 
miss the punch lineo The name of another major witness of the story, jian yu 
cun 11 (.,.) j5ij (a-l) ~,as Cao Xueqin reminds us (Ibid.), is also such a puno 
With a tonal variation on the last word, it can also be read as 1~8-1~ (the false 
language exits). Cao Xueqin confesses that he intends to use certain words to 
interrupt the the reader's train of thought when perceiving of the story, and 
to pave the way to the reality beyond the dream. At the beginning of the 
novel, the author says, "in this chapter, whenever the word 'dream' or 
'illusion' is used, it is to remind (tixing j~ll) the reader's eyes (yanmu 
fft!3). It is also the theme of the work" (lbid.). It is interesting to notice that 
before a character in the novel has a sudden insight into life or gets a drive 
for a new life, such as Zhen Shiyin in Chapter 1, Baoyu in Chapter 5 and 
Chapter 98, Wang Xifeng in Chapter 13, and Liu Xianglian in Chapter 66, etc., 
he or she almost always has a dream in which a new significance of life is 
revealed. In contrast with the language reality, this alluded reality, the reality 
a person fmds when he or she awakens from a dream, is the larger context 
needed to understand the story. 
In the Dream of the Red Chamber, what makes che issue of reality and 
unreality more complicated is che realness of the alluded reality. For the 
people living in the mundane world described in the story, by and Iarge, it is 
in their dreams that they have the glimpses of the other side of their Uves, 
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discovering that the lives they indulged in were essentially desire-prompted 
illusions. Therefore, the mundane tife is the dream (illusion) within a dream. 
The place where the so-daimed truth of life is revealed is called "lllusory Land 
of Ultimate Void" (:t:J!:i1~ ). The couplet inscribed on the stone archway on 
two sides of the name of the Land reads, "When falseness appears as 
truthfulness, even truthfulness becomes falseness; where nonbeing takes the 
presence as being, even being is nonbeing" (9).56 This stated illusiveness 
and voidness harbor suspicions about the so-claimed truth uttered by 
Disenchantment, the monk and the Taoists, encouraging the reader ro reach an 
understanding based 00 oot only the story of the jia Family, but also the irony 
between the story and the lllusory Land that overshadows the story. Given 
tbis framework, it is appareot that the ending of the Jia Family story is not the 
ending of the narrative. It has to circle back to the setting of the story: the 
. . place beyond the mundane world, in order to complete the irony of these two 
worlds and thereby reach a deeper meaning. The existence of the language 
reality on the stone provides the possibility for the act of reading back. At the 
end of the narrative, the Kongkong Taoist "started from the very beginning, 
once again read (the story on the stone) very carefully" (1646, my italics). 
In this sense, the ending of the narrative is not like the terminal point of a 
linear sequence, but is like the last brush stroke on a painting. 
Not only does the narrative's aUusiveness display itself in the 
framework of the whole novel, it also fuoctions on the local level to create the 
aura of each scene. For instance, the first line of the story on the stone 
describes the place where the story takes place. It says, "At that time the Earth 
S6 1Fl~.IfiJ.$11l, .~=A~1f.* o 
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coUapsed on the comer of the Southeast (&'8t&~JJ(i!Oij)" (7). It refers to the 
myth in which two gods Gonggong ~.I and Zhuanxu .J!!! fought for the 
throne. They broke the pillar that supported the heavens and made a dent on 
the southeast comer of the Earth. The story of the Dream of the Red Chamber 
happens in this dento This allusion indicates the decaying atmosphere in the 
story. In Chapter 1 when the novel first introduces the previous Uves of Baoyu 
and Daiyu, it says that they originally lived besides a stone called the "three-
tife stone" (=~;ef). It is an allusion that comes from the story about a poet 
named Li Yuan ~~ and a monk named Yuan Guan IAlII, cornmonly used to 
describe the predestined relationship between two people. Here, it gives the 
reader a hint about the nature of the relationship between Baoyu and Daiyu 
(8). In Chapter S, in the description of the decorations and furniture in Qin 
Keqing's bedroom, each of the mentioned items (Wu Zetian Jif:JtU~'s rare 
mirror, Zhao Feiyan's fi!{m~ gold tray, An Lushan's x=M<t.lJ and Lady Yang's 
~.1!C. quince, Princess Shouyang's .¡¡;~±: bed, Princess Tongchang's 
raJ ~-0 ~ curtains, etc.) has a historie al story behind it. And all these stories 
participate in creating the luxury abundant in sensual pleasures, and 
reinforce the dreamlike aura of Baoyu's experience in the room. There are 
more than a thousand allusions throughout the whole novel, taken from 
myths, historical events and figures, well-known poems and dramas, 
Confucian and Taoist classics, Buddhist stories, history books, and popular tales. 
Each allusion holds the reader's imagination and demands attention be allotted 
to the individual scenes for a longer time span than is needed for simply 
following the development of the plot. Along with the logic displayed in the 
plot, there is an internal connection among the alluded auras surrounding the 
individual scenes. The internal connection of the alluded auras coincides with 
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the plot's logic in the way that intuitive enlightenment coincides with our 
conceptual perceiving of things in daily life. The ending of a narrative is not 
necessarily the completion of the narrative. What language has created may 
go beyond what we can directIy conceive in language. 
In the Chinese language, the synecdochic nature and the tension 
between clarity and allusiveness both influence the formation of narrative in 
the same direction. The organization of Chinese narrative invites the reader to 
attend to the individualities of major scenes or chapters, reading thern not 
merely as constituent parts of the linear plot. In the Dream oC the Red 
Chamber, there are at least two structural characteristics related to the stress 
on the individualities of scenes or chapters. First, this tendency is typically 
strengthened by the integration of poetry in the narrative's composition. 
The insertion or integration of poetry into narrative is a hallmark of 
the Chinese novel. In the first eighty chapters of Dream of the Red Chamber, 
half contain poems composed by either characters or the narrator. Uke most 
other major Chinese novels, each of its chapters is surnmarized by a couplet 
. 
which serves as its title. In his commentary, Zhang Xinzbi ~fJi'z. rernarks, 
"Every one of the poems in tbe text has a hidden meaning, much like a riddle, 
The words keep going in one direction, but the eye is drawn elsewhere" (332). 
These poerns serve as rest stations on tbe road of the narration, acting as parts 
of the pIot while inviting the reader to stop and contemplate. Sorne poerns, like 
Haoliao ge 1ff7ifX (Won-Don Song, 17), indicate tbe lessons one may draw 
frorn the Jia Family story; sorne poerns, like the chrysantbernum poems by Un 
Daiyu (525-28), reveal the characters' personalities; sorne poems, like those 
rnade by the narrator at the end of sorne chapters such as Chapter 5 (91), invite 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
228 
the reader to step out of the narration and apprehend the se enes in the poet's 
eye; and some poems eonvey the emotions and feelings whose intensity is hard 
to capture through mere narration. As we have learned in discussing 
Bakhtin's narrative theory, one of the advantages the novel has over other 
literary genres is that it is eapable of integrating other literary gen res into 
itself. The example of the Dream of the Red Chamber tells us that the 
integration of various genres is not simply a display of juxtaposition. The 
function of poetry in the narrative facilitates the application of the features 
inherent in the narrative. 
Another eharacteristic in the organization of the novel related to the 
stress on individual scenes or chapters is the seeming looseness in the 
structure of the storytelling. As Wu Shih-Ch'ang observes, "There are a 
number of gap s between stories at tbe end of one chapter and the beginning 
of another; some of them are quite conspicuous" (198). According to his study, 
in the first eighty chapters (in the 1760 version, gengcbenben ~!t* the 
most reliable version), there are six such gaps (159). Some gaps, in his 
opinion, are "perhaps deliberately left there by the ·author" (198). This 
purposeful looseness in the structure of narrative is the feature that we may 
fmd not only in this work, but also in other masterworks of the Chinese novel. 
To sea! the gaps with detailed deseriptions, Wu suggests, is evidenee of a less 
artistic hand ([bid.). 1 believe that Wu's argument has a point. The strueture 
of a novel refleets the novelist's east of mind and outlook on the nature of 
narrative. As in other Chinese arts such as painting and poetry, the 
appreciation of a novel leans heavily on the reader's faeulty of association. 
The syneedochic nature and allusiveness of the Chinese language, as we have 
observed, contribute to this aestbetie trend. Besides, as Cao Xueqin himself 
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maintains, what concems him is not the stories themselves, but their essential 
substances ( •• 1If¡1 ,S). To break the reader's concentration and draw his 
or her attention away from the linear line of storytelling with intended gaps is 
a possible way to encourage his or her imagination to associate the ongoing 
story with other episodes, events or scenes that are not directiy related in the 
story lineo Since the Ming dynasty (1368-1644), cornmentators on novels have 
constantly made analogies between the art of painting and the arrangement of 
plot. The words they employ to visualize the principIes of this arrangement 
often involve the movement of endless and entangled circling. As the authors 
of the lhiyan Jlid commentary propose, the textual arrangement of the 
Dream of the Red Chamber can indeed be likened to the circling of a ring, and 
one can hardly find where is the beginning or where is the ende The whole 
body is woven by thousands of entwined threads, and all threads are twisted 
into various circles spiraling into different directions (see Zhou Ruchang, 498, 
593). Within this conceptual framework, the stories in the novel lead the 
reader to certain points, and the connections among these points sometimes 
. 
are left absent, waiting for the reader's imagination to complete. The 
realization of the essential substance often emerges in the territory where 
language yields its sovereignty to imagination, a territory it has helped to 
bring into being but lacks the capacity to entero 
Since a narrative can only deal with a particular part of reality, any 
narrative's ending can only be a relative ending. Since every particular 
scene or chapter is an individual part of the language reality circumscribed 
by the textual enclosure of the narrative, it must have various ways to connect 
to the meaning that cannot reach its full exposure unless we have the ending 
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of the narrative. The potential of language enriches the interplay between 
the plot as the whole that comprises the parts and the individual scenes as the 
parts that genera te the whole. As a sophisticated product of language, 
narrative itself is an attempt to compensate for language's internal drive for 
linearization. 
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4. Genre: the Trajectory of Narrative Interpretatíon 
The Power of Genre and the Interpretation of Narrative 
Narrative is a substantiation of language: it is a reality (the language 
reality);S7 the llfe manifested in the story is the substance of narrative: it is 
also a reality (the prosaic reality). For both the author and the reader genre is 
the trajeetory across the border between these two kinds of reality. This 
ehapter discusses sorne funetions genre performs while facilltating the act of 
interpreting narrative. 
Taking issue openIy with genre is a persistent effort of reeent criticismo 
This motivational foundation for the campaign is to break what Heather 
Bubrow ealls "the conventional wisdorn about genre" (113). For example, 
Alastair Fowler proposes that to challenge the traditional notion of genre is to 
view genre as a channel of eommunieation instead of, as we used to believe, 
merely a rneans of classifieation (20). Lauro Martines advocates that ehanges 
. 
of genre embody changes in the social milieu, and a de!:Line or a ehange in 
genre is "necessarily keyed to social change" (15). Still, there are sorne critics 
insisting on the signifieance of genre in interpreting literary works. Hans 
Robert Jauss, for instanee, maintains that genre is a part of the horizon of the 
interpretative intention (22). While undertaking the job of defining 
literature, Kenneth Rexroth in the Encyclopedia Britanniea maintains that 
"critics have invented a variety of systems for treating literature as a 
57 "Reality" is admittedly a ambiguous termo Here, 1 use this term simply in 
the sense of "things that are there." This is the medieval sense of the 
realium. It is also the etymological sense of reality as the res or thing. 
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collection of genres" (93). Adena Rosmarin further observes that in the wake 
of deconstruction, having a proper conception of genre is a way to bring 
power to the critical explanation (ix). Taken these argurnents into 
consideration, it is reasonable to say that in reading and interpreting a 
Iiterary work, genre is the cognitive model for the reader and the power it has 
over the reader's mind is not solely generated by the texto 
The relationship between genre and text is the question we have to face 
while examining the interpretive functions of genre. Genre may function as a 
codifying system ~or the author when he or she is composing a text; it may also 
function as an interpretive strategy for the reader when he or she is 
interpreting a texto These two functions are closely related. Let us first take a 
brief look at Tzvetan Todorov and Jonathan Culler's theorles about the notion 
of genre, as they give us a succinct account of each of these two functions 
respectively. 
In Genres in Discourse Todorov maintains tbat literature is a system of 
fietion. This systern is made of discourses. A discourse is an uttered sentence. 
What transforms language into discourse is the adopted forros. These forms are 
codified in a given sociocultural contexto These codified forms are genres. 
Generic forms impose an obligatory bond on optional verbal properties, 
transforming them from the level of language to the level of discourse. The 
sociocultural implication substantiates itself essentially through the ehoiees of 
generie forms. "The literary genres, indeed, are nothing but sueh ehoiees 
among diseursive possibilities, ehoiees that a given soeiety has made 
eonventional" (lO). "The genres of diseourse," therefore, "depend quite as 
mueh on a society's linguistic raw material as on its histoneally eircumscribed 
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ideology" (Ibid.). Todorov argues tbat language itself "does not have any 
ideological meaning. It is the structural form. that endows the linguistic raw 
material with ideological denotations and connotations. "A genre," he insists, 
"whether literary or not, is nothing other than the codification of discursive 
properties" (18). literary competence thereby lies in the capability of 
deciphering the message which is generically codified. 
Culler approaches the same issue from the opposite ende Culler 
considers genre to be a set of expectations. These expectations substantiate 
themse1ves in tbe notions of tradition. The notions of tradition guide reading 
and writing. He stresses the idea that generic models should be considered an 
array of reading strategies, suggestlng that genre is basica1ly a category of 
interpretation. "Instead of articulations of a logical space in which literary 
works can be placed, according to the qualities they manifest, genres are in 
effect treated as models that function within a particular culture to generate 
readings" (292). In Culler's argument, genres are mode1s of contemporary 
intelligibility that disrupt historical chains. They are structural models that 
determine the interpretation and suffuse our pedagogy. In sum, the 
application of generic concepts is a process of institutionalization.58 
Altbough Todorov and Culler discuss the notion of genre with different 
emphases (the former sttesses on tbe composition of literary works, the latter 
on tbe interpretation), their postula tes at root are both built on the same 
58 Robert Hodge has also expressed tbe similar opinion. In bis Literature as 
Discourse, a book advocating tbe approach of social semiotics, he postulates 
that texts are material, whereas genres are constructs and projections. Genres 
are invisible but capable of constraining or engendering meaning. Hodge 
suggests that literary study is built on a complex interplay of genres. As 
genres control the interpretation of texts, "it is these categories rather tban 
individual texts which can seem decisive for the study of social meaning" (27). 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
234 
assumption: genres are the forrns or models that codify certain messages. 
These messages are largely related to social conventions or to the prevalent 
intelligibili ty. 
Although theories of genre are not in short supply, the question of how 
genre functions as the central link connecting the author and the reader 
conventionally as weU as form and content inteLligibly, by and large, still 
remains a contested question. Generic conception is a formative force in 
creating a literary mood, which distinguishes literature from other parts of 
our existing world. However, genre is not soIely the generic expectation 
rooted in the author's or the reader's minds. As Bakhtin observes, although 
genre is the form that makes an utterance meaningfuI, it itself is "determined 
by the subject matter, goal, and situation of the utterance" (Speech Genres 
152). The conception of genre manifests itself in such generic entities as listed 
by Fowler under the rubric of "kind" or "generic repertoire" (56).59 These 
generic entities aren't pigeonholes which the reader strategica1ly takes up 
regardless of the text itself. Instead, they are the properties which the text 
formally bears. At any rate, the notion of genre implies the need for an act of 
interpretation in order to connect the author's intentíon with the reader's 
understanding around the crux of the texto 
Narrative is an art of language. On the one hand, it employs language to 
construct an intended world which otherwise couId not be constructed. On the 
59 Fowler explains thar the terro "kind" he employs is equivalent ro 
"historical genre" (56). The features he lists in the ever-renewable generic 
repertoire inelude the foUowings: representational aspect (such as narrative, 
dramatic or discursive), externa! structure, metrica! structure, size, scale, 
subject, generic values, mood (emotíonal coloration), occasion, attitude, setting 
(of narrative kinds), character, structure of action, style, and the reader's task 
(60-73). 
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other hand, as we have observed in the last chapter, narrative has an avowed 
interest in the deeply ingrained formal structures of language, such as 
syntactic patterns, rhetorical devices, and some intrinsic organizational 
principIes, that endow works of language with special values. There are some 
particular relationships between the accentuation of the in tended meaning 
and the formalization of tbe rhetorical features. Genres are the models that 
stratify certain types of these relationships. These generic models are 
normative. To identify a work as a satire or an allegory is to engage one's 
interpretation with the implication historically established. In this sense, 
genre also stands as a dialogue between tbe form and the contento 
In Chinese, the counterpart of the word "genre" literally means "text 
body" (wentL)(::m). Actually, just as every newly-born infant must have his 
or her gender identity, every literary work must bear certain generic 
classification. To choose a particular genre is to adopt a particular 
communicative way to articulate the writer's intentional feeling. A feeling 
without being articulated in language, as Philip Roth's hero Neil in Good By 
ColumbuS tells us, can hardly be called a feeling.OO. And the language 
articulation in literature is always genre-bounded. A suitable generic form 
can help tbe writer shape the edge of the feeling and bring it into the world of 
literature. A literary work is accented by the writer's particular way of 
handling things. For instance, in the field of prose, whether we follow the 
current initiated by Montaigne to convey a personal reflection on a subject, or 
the current derived from Bacon to enlighten readers by elaborating human 
60 Neil says, "Actually we did not have the feelings we said we had until we 
spoke them-at least I didn't; to phrase them was to invent them and own 
them" (13). 
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truth, there is always a strong personal motive to influence or persuade 
readers of a viewpoint which the author passionately favors. Writers 
consistentiy seek for the right form to convey the intended meaning most 
efficiently. Historically, the tension between the interest in form and the 
interest in content forced writers and critics to establish certain relatively 
stable patterns between the external rhetorical types and the internal 
expressive tones. These patterns are genres. In the third century the Chinese 
critic Lu Ji M!. (A.D.261-301) already noticed the correspondence between 
certain types of values and certain generic forros. In Wen Fu ),(JIit (Rhapsody 
on Uterature) he points out, "Lyric Poetry (shi i~) springs from emotions 
and is love1y and exquisite; The Rhapsody (fu JIit) gives form to the object, and 
is limpid and clear ... The Dirge (lei l*) wrenches the heart and is mournful 
and sad ... The Discourse (shuo M) dazzles and glitters, but is cunning and 
deceitful" (2). Over generations, each genre has acquire~ a particular accent 
within itself. The particular accent in turn endows new works in the same 
genre with an overall mood. In this sense, it requires no special effort to 
agree with Rosalie Colle that the meaning of a literary work partiy consists in 
its "inevitable kind-ness" (128). 
Genre isn't the thing that merely spices a literary work up. "A literary 
genre," Bakhtin maintains, "by its very nature, reflects the most stable, 
'eternal' tendencies in literature's development" (Problems 106). On the one 
hand, a particular genre exerts a formative power which regulates the 
writer's imagination, and is able to retain the conventional force to transform 
the daily reality into the language reality. 00 the other hand, a specific genre 
activates the reader's imagination and expectations toward a particular 
directioo, and casts a certain attitude toward the speculative world in the 
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reader's mind. Genres are hard-won models of comprehension shared by both 
the writer and the reader. Using this basic understanding of genre, we now 
are going to focus on its power upon the interpretation. 
There seems to be an eternaL discrepancy between the author's 
intention and the reader's interpretation. However, as P. D. Juhl insists, the 
reader's interpretation cannot totally elude the author's intention (16, 297). If 
there is a logical connection between the autbor's intention and the reader's 
interpretation, genre is certainly the ground for this connection. There is a 
conceivable difference between reading Marcel Proust's Remembrance of 
Things Past as an autobiography and reading it as a novel, or between reading 
Gabriel Garcia Marquez's One Hundred Years of Solitude as mythology and as a 
novel. Although the lines among genres are frequently blurred, the 
interpretation of a literary work is always in accordance with whatever 
generic norm the reader has in mind during a particular reading. Or, as 
Hirsch puts it, uall understanding of verbal meaning is necessarily gen re-
bound" (76). The interplay of different genres in a particular work may 
engender the otherwise-absent meaning. However, as Fowler argues, "a 
difficult or innovative or genericaLly complex work may have to secure its 
generic context with many allusions" (90). Before there is an interplay, each 
of the participants must have agreed on its conceived generic identity to make 
the interaction possible. 
In discussing Bakhtin's persistent attention to the generic pluralism of 
the novel, Claudio Guillen makes an insightful remark. "uWhat characterizes 
Bakhtin's view," Guillen teUs us, uis not merely the amplitude that he concedes 
to such diversity, but also the inclination to find something like an opening to 
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tbe external and real world in it, a gateway for forms tbat are DOt cODsidered 
literature, or at least not cultivated literature" (135). If we relate the function 
of genre to the interpretation of narrative, Guillen's cornment may give us two 
things to think about. First, is it troe that genre is the gateway that connects 
tbe reader's interpretation of a literary work (tbe language reality) to the 
external world (the prosaic reality)? If so, then, second, is tbis the only way 
(or tbe normative way) for the concept of genre to introduce the "forms tbat 
are not considered literature, or at Least not cultivated literature" into the 
literary text, in order to cross tbe border between the lan~uage reality and the 
prosaic reality? My answers to the first question is positive, but is negative to 
the second. To integrate the forms of nonliterary works, as Bakhtin insists, is a 
generic characteristic of the novel. It offers a direct way to connect to the 
external world. However, this is not necessarily the nonnative way, for if it is, 
those literary works that do not have this advantage would thereby be kept 
from the reach of reality. Genre, as Derrida puts it, is tbe forrnless form that 
remains invisible ("Law of Genre" 213). In order to connect the language 
reality to the prosaic reality, in narrative as well as in' other literary genres, 
the conception of genre functions in a way that demands further 
consideration. 
1 neither intend to nor can make an exhaustive list of the generic 
characteristics of narrative. Nor 1 am going to speculate on what 
characteristics should be considered the characteristics of narrative. In this 
chapter, what 1 am going to do is limit the discussion to the range of the 
generic characteristics attributed to narrative either by common recognition 
or by my previous discussions. Instead of the question of what are the generic 
characteristics of narrative, in the following discussion, 1 intend to consider 
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how the concept of genre performs its functions in the interpretation of 
narrative. 
Interpreting is an act. It is a practice of tentative but incessant efforts 
to translate what language embodies in a text into another text, within the 
conceptual framework consolidated in contemporary life. To put it differently, 
it is an undertaking to integrate the language reality into the prosaic reality 
through adding a new layer to the language reality. Now, there is a related 
question. Is there an ontological reason for the language reality to be on a 
parity with the prosaic reality, or, is the language reality mere1y a substitute 
for the prosaic reality in its endless array to approach the never-to-be-
reached goal? Dostoevsky's Notes from Underground, for instance, is of course 
a vivid portrait of Russian society at that time.61 However, does the endurance 
of its value lie just in the vividness with which the author has described a 
society that enslaved, impoverished, and degraded its own people? 
The assimilation of the language reality into the prosaic reality is not so 
contingent as is commonIy presumed. In Mimesis as Make-Believe, Kendall 
Walton gives us a thoughtful illustration. We all know that there is no King 
Lear and that Shakespeare's play is mere fiction, however, if we are asked 
whether there is Lear as the character and other fictional things such as 
dragons and fairies, "the answer first on our lips is that indeed there are" 
(385). We even know for certain that Lear has three daughters. This certainty 
is based on our intuition that we acknowledge the trueness of both the 
language reality and the prosaic reality. "Such are the conflicting intuitions 
of which the problem of the ontological status of fictional entities is born" 
61 The work was published in 1864. 
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(lbid.). Walton believes that this intuitive duality is cultivated through 
constant manifestations of make-be1ieve.62 Make-be1ieve is an overlooked or 
underemphasized element that "lies at the heart of the institution" (390). 
Therefore, it is no problem perceiving Anna Karenina in a more intimate way 
than one knows the girl next door; rather, it is he question is how to explain 
this dual intuitive reality. 1 be1ieve that to this question the concept of genre 
can at least provide us with part of the answer. 
Genres are not only "frames of acceptance," as Kenneth Burke suggests 
(43), but also models of a certain existence: the existence of literary works. 
Without the concept of genre, there would not be any literature. Stanley Fish 
repeatedly inforros us of what a dramatical difference it makes between when 
students read a verbal expression as a poem and when they read it merely as a 
sequence of sentences (ls There a Text 3SS). What steers the reader's 
imagination toward the direction of literary reading is not the initial intention 
to interpret the work as a poem, but the generic feature the text intrinsically 
bears. The value of Tolstoy's War and Peace essentially líes in the fact that it is 
a novel. We read it as a first-rate novel and may leam history from it, but couid 
hardly consider it even a second-rate work if we categorized it as a history 
book. Language reality is a reality that ex:ists within the structure of generic 
models. Just as being shortsighted distorts our perception of reality, an 
improper notion of genre prevents us from perceiving a literary work as it is 
intended to be read. To read The Iliad as a play or Four Ouartets as a novel 
would be innovative, but what one would thus be reading would not be Homer' s 
~ or T.S Eliot or Four Ouartets. In order to approach the language reality, 
62 In Walton's definition, make-believe is mimesis and mimesis is fiction (1-
3). 
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we need not only literacy, but also the proper knowledge of genre. For it is 
only genre that structuralIy supports the existence of the language reality. 
The first step in interpreting a narrative is to know that it is a 
narrative. As Heather Dubrow writes, "our knowledge of the generic contract 
allows us to maintain the appropriate mood and to concentrate on what is most 
significant about the work" (32). As a generlc indicator, a simple phrase like 
"once upon time" switches the mode of receiving data in the reader's mind, 
permitting the person to accept the existence of the characters and the logic of 
their behaviors. The acquisition of generic knowledge may be an unconscious 
process, accumulated through connected readings. However, classifying a 
work encountered in the reader's rnind, as Paul Hernadi suggests, is 
intrinsically related to the "advanced insight" provided by genre criticism 
(152). For instance, if readers consider the interplay of the relationships 
among narrator, author and characters to be one of narrative's generic 
characteristics, while recognizing a work as a narrative, they are reminded of 
this interplay by their "knowledge of the generic contract." No one can gain 
access to the language reality unless he or she has adequate knowledge of 
relevant genres. 
The concept of "generic contract" is an interesting one. It is commonly 
assumed that genre is a concept built on the notion of convention, and that 
convention is a tacit agreement between author and reader. However, one may 
question this postulate on these grounds: since authors usually do not k.now 
most of their readers personally, how can this contractual agreement be 
ratified by authors and readers? In discussing the role convention plays in 
our use of language, David Lewis challenges the notion that convention is 
based on agreement. He suggests that tacit conventions are not necessari1y 
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created by agreement (3). He goes back to what David Hume proposes in A 
Treatise of Human Nature that convention is eomprised of the rules regulating 
the manners of a given society through an appeal to common interests (4), and 
postulates his own definition. Here is the short form of Lewis's own defmition: 
a eonvention is a regularity in the behavior among members of a population 
when they are agents in a reeurrent situation (78).63 1 am interested in this 
def"mition because of two points it raises. First, it defmes convention as a 
regularity, and regularity is a coneept that involves the eonstant actions of 
referring by the mutually unknown parties. Regularity t is not an agreernent, 
as agreement is the eoneept that implies an explicit settlement between 
members who already know their eornmon interests. Secondly, this defmition 
suggests that all members involved in observing a convention are agents. 
Whether in agreement or not, they act upon the regularity, and may offer 
their own eontributions to the metamorphosis of a given eonvention while 
molding their behavior according to the convention. 
Genre is a system that operates on the grounds of eonvention. Now, if 
we apply the aforesaid points coneerning convention to our understanding of 
genre, especially its function in interpretation, then one thing we ean 
understand better is that in interpreting a work, the reader is entitled to 
exploit the generie features regardless of whether the author has 
intentionally put thern into play or noto Both the author and the reader make 
their "generic contraet" with the normative regularity, but not merely with 
eaeh other. The normative regularity emanates from the aceumulation of 
works of the same kind. It is certainly possible that the regularity eomprises 
63 I have left out the five conditions Lewis poses as the prerequisites of this 
defmition (78-79). 
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some generic features which an individual writer might have ignored even 
though he or she has adopted a particular generic formo Since the reader's 
interpretation acts upon this regularity, it is also certainly possible to use the 
generic knowledge leamed from other works from the same generic category, 
to explicate the meaning engendered by the generic features whose power the 
author might not be aware of. For instance, since we have learned the 
importance of point of view in narrative through its demonstration in Henry 
James's novels, we may apply this knowledge to the interpretation of 
Fielding's or Defoe's novel s , even if the author did not purposely depend on 
this narrative strategy. The author chooses a generic form that is suitable for 
the subject matter, and consolidates the message hidden in the generic form in 
writing the intended work in the chosen formo Besides, acting upon the 
regularity, the work may not only confmn the regularity, but also add a new 
dimension to it. By interpreting a particular work through its particular 
generic classification, the reader's conception of this particular genre may be 
enriched by the new creation. The author's notion of this genre may not be 
full-fledged. Since he or she wrote in this genre, the generic form may endow 
the work with the implications which have been fully developed in other 
works of the same kind and well established in the reader's mind. This is the 
generic amendment to the interpretation of an individual work. When a novel 
gives the reader enough indications to identify it as a gothic novel, the reader 
expects to find a brooding atmosphere of gloom or terror, uncanny and spooky 
happenings, a haunted house, and aberrant psychological states, etc. As M. H. 
Abrams points out, these generic expectations were first based on Horace 
Walpole's Castle of Otranto. a Gothic Story, and then strengthened and enriched 
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by the works written in this category over a successive hundred year periodo 
These expectations, in turn, certainly enhance our readings of such works as 
E. T. A. Hoffman's tales of terror (72). 
The generic amendment to the interpretation of an individual work may 
also cross cultural borders. Knowledge of the works of a different literature 
inspires us to explore the generic potential in the interpretation of a same-
kind work. In the case of narrative, due to the differences of cultural settings, 
sorne generic features enjoya fuller range of developrnent in a particular 
literature than in others, such as, as we have observed in the preceding 
discussions, the use of point of view in the literature of English and the 
diminished stress on the ending in the literature of Chinese. However, this 
relative degree of emphasis does not mean that point of view is a generic 
property exclusively belonging to the literature in the West, or that the de-
emphasis on the ending is a feature peculiar to the literature in the East. All 
literatures exhibit certain aspects of these generic possibilities. Sornetimes 
these occurrences coincide; sometimes they do nota If the circumstances have 
changed, a narrative may turn away from its own tradition, and appeal to the 
generic characteristics that have particularly asserted themselves in other 
literatures. For instance, a climactic ending does not need to be the central 
concern of a narrative. This is the case we have seen in the experience of 
Chinese literature. In the twentieth century, Western writers also came to the 
same conclusion but for a different reason. In The Tum of the Novel, Alan 
Friedman locates the first part of the twentieth century as the turning point 
where the trend of the novel in the West transformed itself from the "closed 
novel" to the "open novel." The reason he offers for this shift is that earlier 
fiction attested to the necessity, the coherence and the dignity, "of achieving a 
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closed ethieal experienee in the eourse of llfe," whereas modero fietioo attests 
to the reverse situation of "an open experienee" (xv). Therefore, the ending 
in the novel is not as erudal as it was before. In the West, this is a generie 
innovation, demanded by ehange in the sodal milieu and in the subject matter. 
However, given the Chinese experienee, it is not diffieult to understand that 
this innovation is not an abnormal break from past generie forms of the 
novel, but rather an exploitation of the generie potentiality which has not 
been fully developed in this Western culture. 
Genre is the trajeetory between the language reality and the prosaic 
reality. The coneeption of a literary genre itself offers an access to the 
externa! world. It reminds readers of how language substantiates the world in 
a particular way, and thus helps them "maintain the appropriate mood and to 
coneentrate on what is most signifieant about the work" (Dubrow 32). 
Hawthorne's Prefaee to The House of the Seveo Gables is an instructive 
example, as it shows a strong awareness of the power of genre. Hawthorne 
rnakes a strenuous effort to help the reader draw a line between the genre of 
romance and the genre of the novel, maintaining that the former aims at the 
truth of the human heart and the latter a fidelity to the probable and ordinary 
eourse (351). In explaining what genre he has ehosen, Hawthorne formulates 
the path for navigating between the reality in his novel and the reality that 
substantiates the truth of the human heart, while asking readers to give their 
imaginations free rein to search for the truth rather than for mere facts. The 
generic norm of romance eneompasses a particular way in which the two 
realities interact with eaeh other. 
Fowler maintains that his central idea in Kinds of Literature is that 
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three ways as the major functions genre performs in the reception of a 
literary work: construction, interpretation and evaluation (Ibid.). Thus, the 
frrst phase of the interpreting act is the process of "generic recognition, n in 
which readers approach and rebuild the "original work" as closely as the 
author saw it. This reconstructed version of the original work becomes the 
object for further interpretation and evaluation. "The best readers find 
criticism effective when it is based on construction faithful to the original: 
on1y then will it really work. In principIe, the critic aims at reconstructing 
every aspect in this way" (263). Therefore, "communication" for Fowler 
means the act of making oneself known to others, or understanding the other 
with the least distortion. And genre is what makes the interchange possible. 
Fowler offers a well-formulated interpretive modelo Nevertheless, ir seems ro 
me that the role genre is assigned to play in it is not yet fulIy defined. 
1 agree with Fowler that the major function of genre is to communicate. 
However, 1 prefer to see eornmunieation as an act to eonnect rather than to 
make oneself well known or to understand others hetter. As we have seen in 
the previous discussion, without the generic form, there can never be an 
"original" work. And, as soon as the author puts his or her feelings, thoughts 
and experienees into a particular generie form, the work becomes exaetly the 
work we are perceiving. Thus, the concept of an "original work" is an 
unworkable coneept if "original" means to deprive a work of its generic 
formulatioo. Both the author and the reader are eonnected to the text which 
intrinsicaUy bears a particular generie formo The faet of belonging to a 
particular genre infers that the reader's interpretation may exceed the the 
author's original intended message. These interpretive and receptive 
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implications, as Fowler himself we1l argues, have been sodally, culturally and 
historically stratified in the concept of genre. Whether a literary work should 
be understood in the way the author intended is a longstanding controversy. 
To me, the text is the object of the reader's interpretation and evaluation, and a 
text may we1l comprise sorne elements which go beyond the author's original 
plan, such as the historically-accurnulated generic message. The text is the 
reality that actually affects the reader. If a text bears sorne messages which 
were not fully explicated by the author, these are still part of the interpretive 
object, since these do affect the reader's mind. 
Contrary to the common assumption as articulated by Christine Brooke-
Rose (3-11), the relationship between the world substantiated in a narrative 
and the world from which the narrative emanated is not natural at all. This 
relationship is never as simple as the relationship between an object's 
reflection in the mirror and the object itself. Every attempt in language to 
describe the world has to adopt a generlc form to materialize itse1f. Genres are 
not the mental structures that underlie human discourse. Rather, these are 
the structures of the language world that render descriptions of the prosaic 
world with implications one cannot find in the world itseLf, e.g., the 
conceivable wit in irony. Therefore, if we try to identify the world 
substantiated in a narrative as a representation of the world from which the 
narrative emanates, it is only natural to find unnaturalness in its way of 
representation, as it normatively imposes generic models upon the writer's 
experience. 
However, interpreting a narrative is not a reverse process of creating a 
narrative. In other words, it is not a process of purifying the opacity caused 
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by the generic implication in order to restore the originality of the world. The 
interpretation of a narrative is an explication of the language world which is 
enhanced by the generic implication. Sustaining the properties of language, 
including its generic structures, is an attribute of literature. For instance, the 
distance between the author and narrator frees the narrative from being 
bound to the author's direct experience, and creates a vantage point that 
grants a scope to the interaction of different experiences and a battlefield for 
the conflicting viewpoints.64 This generic structure cannot be taken apart 
without damaging the values it upholds. The concept of genre is not acode and 
the interpretation of narrative is not a process of decoding. For acode itself 
does not have any meaning and is doomed to be abandoned after the process of 
decoding is complete. 
To a certain extent, the choice of genre is not an rhetorical but a 
thematic decision. Don Quixote begins its life as a parody of popular literature 
and ends up being the first modern novel. The complexity of the aim "to 
overthrow that ill-compiled machine of books of chivalry" (Cervantes 12) 
simply denies the margin of the possibilities promised by any other genre. 
lan Watt tells us that in the rise of the novel in eighteenth-century England, 
"Defoe, Richardson and Fielding do nat in the usual sense constitute a literary 
school," and "their works show so little sign of mutual influence" (9). 
Richardson and Fielding saw themselves involved in "a break with the old-
fashioned romances," but neither of them had a clear idea about the 
64 The insistence on the presence of the narrator in the interpretation of a 
narrative may be justified by the phenomenon indicated by Harry Shaw. He 
observes that firm, self-evident distinctions about the narrator's nature and 
presence "threaten to come unstuck, especially when they have proved their 
usefulness over time" (96). 
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characteristics which the new genre should have (l0).65 To put it 
differently, the establishment of a genre is driven by sOcially-formed internal 
needs rather than by aesthetic-literary trends. To me, the flourishing of the 
novel in the twentieth century indicates the resistance to a single voice, an 
isolated theme and a dogmatic reason, and the struggle to maintain the 
diversity of individual voices in the orchestrated effort to grasp an ever-
moving and multifaceted reality. As Bakhtin postulates, one of the generic 
features of the novel is to allow for the diversity of individual vOices, 
demanding a full understanding only after grasping the distinct implication of 
each discourse involved (Dialogic Imagination 262). The novel adheres to this 
norm. This hard-won model of comprehension is one of the major 
contributions which the novel as a genre has made to the modern 
intelligibility. The generic form first and foremost substantiates the socially-
formed internal drive. Keeping this in mind will certainly help us put two and 
two together. 
To interpret is an acto What make it meaningful is not only the 
interpretation of the text, but also the act of interpreting itself. A text is a 
piece of the language reality. An interpretation is not merely an effort to 
explicate the text as objectively as possible. It is also an attempt to express or 
confirm a certain attitude or perspective in the way of looking at this 
institutionalized reality. As Mary Jacobus explains in her discussion of 
feminist criticism, what is important is not merely the literary inheritance, 
but, as Virginia Woolf proposes, the difference of view, and difference of 
standard (49). Since generic forms of literary works carry conceivable 
65 Watt writes, "our usage of fue tenn 'novel' was not fully established until 
the end of the eighteenth century" (10). 
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attitudes and perspectives within themselves, it is not uncommon that a certain 
type of criticism is particularLy interested in a certain literary genre. such as 
Paul de Man's interest in allegory. In the interpretation of narrative, to pay 
attention to the diversity of individual voices indicates abandoning the habit to 
interpret the diversified world in a single voice. A misinterpretation of the 
message carried by a particular generic fonn is also an indication of the 
interpreter's hidden intention. 
Genre is a system that endows the Language reality with the power 
which language itself lacks. In discussing Rousseau's pessimistic destruction 
of language, Robert SchoLes and Robert Kellogg maintain that a new pattero of 
narrative cannot be typical unless it has "sorne formulation, sorne mold," and 
that "the new will extend beyond the power of Language to formulate it" (158). 
Therefore, it is not only necessary but possible for a narrative to overcome the 
limits set up by the nature of language in such a way as to bring the power of 
genre into play. Since language is not the only tool in the critical repertoire, 
an interpretation cannot be a sound one if it merely dwells on Language itself. 
As 1 mentioned aboye, genre is not the only thing that spices up a narrative. 
Jauss has a point when he questions Fonnalist theory and opposes the 
unilinear model of the evolution of literary genres and fonns (107). He 
maintains that the theory of literary genres shouLd not remain within "the 
structure of seLf-enclosed histories of genres," without considering "the 
possibility of a historicaL systematic" (95). As the result of the historical 
process, generic structures ha ve indeed acquired a power of their own. They 
add power to the Language reaLity while upholding its particular 
manifestations. 
Narrative is narrative of events; narrative is also. as Genette pro poses 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
251 
(169), narrative of speeches. Narrative is the narration of Ianguage, since it is 
the repeated exercise of using language in its full-fledged nature; narrative is 
also the narration of genre, since each instance of narrative is a manifestation 
of the inherent features of this genre. To interpret a narrative is not merely 
to restore narrated events or to rehearse narrated speeches. It is, more 
significantly, to reveaI the human sensitivity and intelligibility in 
apprehending the events and speeches, the sensitivity and intelligibility 
which have been substantiated in the creation of language. Whether as the 
conventional modeI for the formation of a verbal expression, or as the 
methodological strategy for its interpretation, the concept of genre can 
perform its function only because genre is the structural entity for the 
language reality. Within this s tructure, the components of language have 
acquired a significance which they otherwise would not have. Genre is the 
path leading both the author and the reader into the language reality, in 
which authors and generations of readers connect together through a 
common interest in the same literary works. Genre is also the path leading the 
reader back into the prosaic reality, with a enlightened mind and inspired 
spirit. Without genre, the communication between the language reality and 
the prosaic reality is impossibIe. 
A narrative is a story de1ineated by a narrator. In Chapter 2 we have 
already discussed how the narrator's perspective is casto In the following two 
sections, I will mainly discuss two aspects concerning the part of "story," 
namely, pIot and fragmentarity. Both of these functions are rooted in the 
reader's generic expectations of narrative. 
Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.
252 
Plot and the Ordering of a Narrative: 
Edgar Allan Poe's "Ligeia" 
Plot is the arrangement of narrated events or performed actions. As a 
generic property, it does not exclusively belong to narrative. Drama and fIlm 
reIy even more on the logic and dynamic of pIotting to absorb the audience's 
attention. However, if we consider narrative as it has been so far cornmonly 
understood, it is only justifiabIe to say that pIot is an essential elernent of a 
narrative. A novelist may declare that a good plot is the most insignificant 
part of a tale (Trollope 247); but a narrative can hardly approach the reader's 
understanding without arousing the expectation of the craft of plotting. As a 
counterbalancing effort, the tendency of de-plotting stories in the works of 
contemporary writers, by and large, still acts upon the reader's assumption 
that there should be a pIotted story for the framework of reading, even though 
the completion of the story demands the reader's partidpation. 
Since E. M. Forster's Aspects of the Novel, it is comrnonly accepted that 
there is a distinction between a story and a plot. Forster postulates: 
We have defined a story as a narrative of events arranged in 
their time-sequence. A plot is also a narrative of events, the emphasis 
falling on causality. "The king died and then the queen died," is a story. 
"The king died, and then the queen died of grief" is a plot. The tirne-
sequence is preserved, but the sense of causality overshadows it. ... If it 
is a story we say "and then?" If it is in a plot we ask "why?" That is the 
fundamental difference between these two aspects of the novel. (130) 
Besides curiosity, Forster maintains, "a pIot demands intelligence and memory 
also" (131). Therefore, the essence of a pIot is the coincidence of the time-
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sequence and causality. This coinddence itself contains a mystery, as 
"mystery is essential to a plot" (132). And the appreciation of mystery 
requires intelligence. Thus, besides the satisfaction of curiosity, the pleasure 
of reading a plot also arises from the exercise of intelligence. 
Temporality is the dominant force in both story and plot. Each involves 
an unfolding of actions within the time-sequence. Elizabeth Dipple suggests 
that the interest in what happens next is something primordial (2). The 
shaping and controlling power of temporality emanates from the fact that "the 
flux of time and temporality have been with us since the garland of roses Urst 
faded in Adam's hand" (SO). However, since a plot is a designed 
"arrangement,,66 which is meant to reflect the causality working behind the 
time-bounded sequence of actions, the making of a plot is rooted in the 
conviction that the manifestation of temporality has its intrinsic association 
with the logic of revealing the essence of the development of actions. 
To plot is a way to condude a story. Plot circumscribes the meaning of 
the story. lt determines the beginning and the ending of the time penod in 
which actions have taken place, and delineates the relationships among 
actions in the flux of time. [n Reading for the Plot Peter Brooks postulates, 
"plot is the principal ordering force of those meanings that we try to wrest 
from human temporality"; "it is the design and intention of narrative" (xi). 
Whether or not this time-bound arrangement of actions is capabIe of 
conveying the intended meaning is a question raised by both critics and 
novelists. "In the novel," E. M. Forster argues, "all human happiness and 
66 Dipple also pro poses that a pIot is an arrangement. She writes, "Plot is the 
arrangement of action; action progresses through the indispensable medium 
of time from which it derives all of its modifying vocabularies" (43). 
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misery does not take the form of action, it seeks means of expression other 
than through the plot, it must not be rigidly canalized" (142). QJlite a few 
contemporary writers aim to create the sen se of timelessness in their 
narrative works. However, under the spell of convention, the anticipation of 
seeing a plot as the structural underpinning of the narrative still has its place 
in the reader's consdousness, even though to sorne readers a plot is no Ionger 
expected to have the primary energy supposedly engendered from its 
paralle1ism with the imitated lite. 
An arrangement is a manipulation. The notion of plot introduces the 
existence of the author into the reader's eonsciousness. The narrator is the 
witness and partidpant of the story, but not the manipulator of the plotting. 
The author eontroIs the plot. This is the reason that 1 believe it is more proper 
to eategorize the notions of plot and plotting under the rubrie of genre. For 
genre is the contraet signed by the reader with the author before he or she 
gets to know the narrator. Plotting is not merely the orderly presentation of 
eharaeters and incidents. To a certain extent, plotting is a rnode of thinking 
about and looking at the world. Joseph Conrad is the author to whom crities 
ofien refer when discussing the issue of plot. He declares that unlike history, 
fietion should not present itself through ehronological documentation. He 
believes that "fiction is nearer truth," beeause fiction is "based on the reality 
of forms and observation of social phenomena" (87, italles is mine). Plot is a 
form that enables the author to organize his or her observations in a eertain 
way. The habit of reading for a plotted story also regulates the reader's 
imagination in unplotting the story. SehoIes and Kellogg maintain that pIot is 
the indispensable skeleton that "provides the neeessary clay into whieh life 
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may be breathed" (239). Walter Benjamin insists that to lose interest in 
storytelling is to lose the ability to exchange experience (83). However, plot 
also integrates the mental framework tbe author casts upon the storytelling. as 
plotting is the structuring form. that, in addition to characters, incidents and 
the logic of temporality, substantiates within itself the author's understanding 
of social phenomena. This mental framework is in constant batde with the 
logic of temporality for the power of controlling. The scheme of plotting couId 
be indeed arbitrary. For instance, Charles Dickens changed the ending of 
Great Expectations without changing anything else. The question we noware 
facing is not about arbitrariness. It is rather about the necessity and 
possibility of abandoning artificiality. Is it necessary to yield the controlling 
power of temporality to the framework of the author's mentality? If it is 
demanded, is it still possible to maintain the essence of storytelling in doing 
so? 
As a generic property of narrative, the function of plot also leans on the 
way the reader conceives it. The reader may or may not reckon a plot as the 
ordering structure in organizing the reading experience. It does not totally 
depend on the author's intention. Dipple suggests that plot is a terrn that 
"establishes a liaison between reader and literary text, demanding that each 
reader comprehend the active principIe which the fiction being considered 
creates" (67). And she is not alone in paying attention to the reader's 
participation. "It is the reader's inference of the predictive sequence," Cedric 
Watts writes, "which creates the sense of plot" (184). In Plot Snakes and the 
Dynamics of Narrative Experience, Allen Tilley observes, "Plot is an orderly 
process of change experienced by a reader who moves through a text" (2). To 
introduce the reading act into the concept of plot is significant, particularly 
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for our understanding of the interpretation of narrative. 
If in drama and film we may define piot as the arrangement of actions, 
in a narrative, it would be more appropriate to define it as the arrangement of 
narrated events. Narrativity is a concept c10sely related to the concept of 
textuality. What makes piot in narrative unique is textuality. The essence of 
plot is temporality. In reading a narrative, the reader encounters two kinds of 
temporality. One is the temporality of reIated actions; the other is the 
temporality of the reading act. Unlike in drama and film where the tirne-
sequen ce of observing and the time-sequence of performed actions are 
basically parallei, in narrative, both author and reader work on the 
discrepancy between the time-sequence of reading and the time-sequence of 
happening. In drama and film, what one sees next is not necessarily what 
happens next in the sequence of events, but is what happens next in terms of 
the actors' performances. In narrative, what one reads next couid be neither 
the sequential events nor the sequential impression of visual images. 
Language is the vehicle that carries messages symbolically or 
synecdochically. The existence of the narrating text is independent from the 
existence of the narrated events and from the visual imageries. According to 
the study Bizabeth Be1fiore has done in her Tragic PIeasures, in Aristotle's 
assumption, the pieasure one may extraet from piot structure arises from its 
analogy to the soul of living things, since it is the working "organization of 
the events" (58). Now, even if we stay in this theoretical scope, in order to 
obtain the pleasure kindled by pIot and pIotting, one needs to rmd a principIe 
that can orchestrate the rhythm of the reading act and the organization of the 
narrated events. As Brooks observes, pIot is the force that Ieads the reader 
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forward (xiii). In reading a narrative, this movement leads the reader to the 
unfolding of actions as well as to the crossing of the texto The interplay of 
textual e1ements may inspire the reader to grasp the meaning that is not in the 
line of plotting. Intertexuality is one of the things textuality grants to the pIot 
in narrative. 
Another thing textuality grants to the plot in narrative is the spatial 
formo The existence of the text frees both the author and the reader from 
obedience to the immediate memory, and provides them with a latitude in 
choosing a spatial rather than temporal arrangement. The narrator can view 
events in different perspectives that are not necessarily connected to the 
unfolding of the time-sequence. The narration can maintain a zone in which 
different characters act upon the same event at the same time but in different 
scenes, thus freeing time. A narrative may even adopt the time-measurement 
of the narrator's stream-of-consciousness instead of the time-measurement of 
the deve10ping events. If a plot means an arrangement of actions, in a 
narrative, the relationships of actions are not necessarily arranged in terms 
of temporality. In "The Origin of Plot in the Ught of Typology," Jurij M. 
Lotman proposes that at the center of the cultural massif is a textual 
mechanism for engendering myths. The central myth-making mechanism of 
culture, in his opinion, is organized as a topological space (161, 173). The 
medium of time is indispensable for the progress of actions; whereas the 
medium of text is indispensable for the unfolding of narrated actions. Thus, 
the myth of plotting emanates not only from the coincidence of temporality 
and causality, as Forster suggests, but also from the mechanism of textuality. 
Eric Rabkin suggests that even disregarding the medium of text, if we 
understand that plotted events are the observed actions instead of actions 
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themse1ves. and that they are observable only through sorne point of view, 
then, it is justifiabIe to payattention to the spatial form of a plot (99). In sorne 
contemporary novels, the writers purpose1y offer certain focal points to heIp 
the reader establish a new pattern of conceiving the narratives. VIadimir 
Nabokov, for exampIe, in "On a Book Entitled Lolita" reminds readers that 
instead of the time-bound unfolding actions, he concentrates on sorne 
delightful images, such as Mr. Taxovich, or Lolita in slow motion advancing 
toward Humbert's gifts, or the tinkling sounds of the valley town coming up 
the mountain trail, etc. "These are the nerves of the novel. These are the 
secret points, the subliminal co-ordinates by means of which the book is 
plotted" (316). These images are the points on which the reader can build a 
rather spatial pattero in appreciating the pIotting of the novel. 
Now 1 will take as an example Edgar Allan Poe's "Ugeia," to examine the 
issues related to plot and plotting in narrative. There is a controversy over the 
function of plot in Poe's tales. Wallace Martin maintains that Poe is a follower 
of Aristotelian theory of pIot, for Poe believes that short tale is a perfect 
narrative form to create a "unity of effect or impression" (Martin 82). On the 
other side, Robert Caserío tells us that Poe helps initiate a peculiarly American 
sense of plot. He distrusts pIot but still pIays with its factitious and fabrícating 
power (81). The complexity of Poe's tales lends us an opportunity to inquire 
into the complexity of plot and plotting in narrative. And, "Ligeia, "as 
cornmonly acknowledged, is one of Poe's most complex stories. 
"Ugeia" is a carefully-plotted stOry.67 However, if a pIot is designed to 
67 In PIots and Characters in the Fiction and Poetry of Edgar Allan Poe Robert 
Gale produces his summary of the pIot in "Ugeia." If we consider piot the 
structure of actions, then Gale's summary can be outlined as the following: 
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achieve a particular emotiona! effect. what emotion Poe desires to evoke in the 
reader's mind through the perceiving of the ordered structure of actions is a 
question that still puzz1es uso From tbe very beginning, Poe obviously intends 
to affect the reader's consciousness with the atmosphere commonly seen in 
the Gothic novel. Poe puts the beginning of the story in "some Iarge oId 
decaying city near the Rhine" (46). a setting in the German Gothic tradition, 
and then moves the scene to "one of the wildest and least frequented portions 
of fair England" (53), tracing the historical movement of Gothic literature 
from Germany to England. The Gothic setting is given by the association with 
the gloomy and terrifying atmosphere. the uncanny and macabre events, and 
the aberrant psychoIogical state. However, whether Poe intends to write this 
story as another Gothic tale, or to utilize the Gothic effects as a components of 
plotting, rernains an open question. Discussing "Ugeia," G. R. Thompson 
remarks that "Poe's Gothic tales contain telltale evidences for rational 
psychological explanation, yet rarely so obtrusive as to destroy the uncanny 
supematural effect, though often the events are so bizarre and incongruous 
The narrator met beautiful and learned Ligeia. They 
married. She grew sick and died. The narrator was crushed, travels 
aimlessly a while, and then purchased an English abbey and remarried 
Rowena. Within two months Rowena grew sick and sank toward death. 
One night, the narrator was sitting up with Rowena. He felt an invisible 
object pass by, saw a shadow on the carpet, imagined a faint footstep 
near, and saw a few ruby drops falling in Rowena's wine. About 
midnight three nights later the narrator fancied that Rowena' s 
shrouded corpse regaining its life. He was paralyzed by ineffable 
fandes and then saw Ugeia in the body. And the whole narration is 
related through the medium of the narrator's opium-inspired 
hallucination. (50) 
On the other hand, like sorne other readers, Roy Basler in his well-known "The 
Interpretation of 'Ligeia,'" insists that "the hero has murdered Rowena in his 
maniaca! attempt to restore Ugeia to life" (91). 
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that we cannot fully enjoy the 'Iuxury' of the Gothic terror" (77). In this 
story, the way the grotesque and supernatural elements take part in the 
narrator's psychic tug of war is pan of plotting. For a start, at the very 
beginning of the story, they create the mood of suspense in the reader's mind. 
For a novelist, plotting is an arrangement to show the understood 
relationships of the events. Plotting is a challenge which can hardly be 
avoided, even though a novelist may rather pIot a story in the way that it 
sudaces as a plotless verbal expression. For the narrator, the story is the only 
means to convey what is meant to be conveyed fully to the audience. The way 
in which the reader conceives the told events captures the meaning which 
mere words are unabIe to grasp. In "llgeia," the narrator repeatedly tells us 
that there are something in his mind whose comprehensibility is beyond the 
capacity of mere words. He needs the form of a story to preserve and eonvey 
the ful! poteney he pereeives in the haunting topic of Ligeia. It is hard to 
imagine a better way than the stunning ending for describing the mysterious 
power of beauty and intelligence by the image of Ligeia possesses ayer the 
narrator's mentality. The narrator tells that what he has found in llgeia is 
something reeognizable but which escapes the defining power of language 
(49). "Words are impotent to convey any just idea of the fierceness of 
resistance with which she wrestled with the Shadow" (50). Words alsa fail to 
describe the state of bis mind, su eh as horror and awe, "fol" which the 
language of mortality has no suffieiently energetic expression" (57). The 
verbal descriptions of eharacters and events are channeled through the pIat 
of the story. The organizatian of the story connects the I"eading experience to 
the reader's experienees fram other parts of life and his or her previous 
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readings in the literature of the same genre. The intensity of the narrator's 
passion gains its shape in the tragedy of Ugeia, as the melody inspired by 
ligeia is composed by "assumptions and aspirations which mortality had never 
before known" (50). Ugeia's desire for life is too intense for the life itself. 
Therefore, "in death on1y, was 1 fully impressed with the strength of her 
affection" ({bid.). In this manner, through the development of the plot and 
the enchanting mood of the Gothic setting, Ugeia's death and her 
reincarnation in Rowena's body reach the reader's mind by conveying the 
narrator's intense passion and ligeia's ineffable desire for life. 
A narration is alway tinged with the way the narrator looks at the 
happenings. In "Ugeia" the narrator open1y concedes that the story is 
intimately entangled with his mental state. He tells us that the plot of the story 
is the principIe on which his "memory" works (46). He lets the story develop 
in the order in which his mind registers the events unconsciously, believing 
that there is a mysterious link between the selection of his sub-consciousness 
and the "great will pervading al! things by nature of its intentness" (Ibid.). 
There are two kinds of action. One is the characters' actions that contribute to 
the development of the incidents; the other is the action of the narrator's 
mental activity. These two types of action involve two different time zones. A 
great part of the mystery displayed in the story emanates from the conflict 
between these two time zones. 
Temporality is the essence of a plot. To render an actíon objectively 
observable, the action has to be shown through the sequence of time. We will 
never know whether ligeía is a real figure in the narrator's life or merely a 
figment of the narrator's wishful imagination, since, as the narrator admits, 
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everything he is telling us is what remains in bis mem.ory. In the tale, what 
distinguishes' the indeed-happened incidents from the narrator's 
hallucinatory imagination is the time zone. The actions that are objectively 
observable occur in a coherent time-sequence, whereas the narrator's 
hallucinatory imagination exists in the tem.porary zone of a still momento 
Divided by Ligeia's death, there are different time-sequences for the 
reader's perception of ligeia's existence. As Poe himse1f indicates, the fIrst 
part of the story contains the "gradual perception" of Ugeia's living which 
the second part Iacks (Letters 1:118, the author's italics}.68 At the time when 
the narrator first introduces Ligeia to the reader, he mentions that "long 
years" have elapsed since bis first acquaintance with ligeia. It 1s "by paces so 
steadily and stealthi1y progressive" that the image of Ligeia made its way into 
bis heart (46). First Ligeia "became" the partner of bis studies, and "finally" 
his wife (47). Before Ugeia mes, the narrator "at length recognized the 
principIe of her longing" (SO). "At high noon of the night in which she 
departed," Ugeia bade the narrator repeat her verses (S 1). And she dies at the 
particular moment ("now") when the narrator is tlnishing bis recital (53). 
Her death is the result of the order that arranges things "undeviatingly" 
(Ibid.). "After a few rnonths" since Ligeia's death, the narrator purchases the 
abbey in England (53). Then he marries Rowena. And there is "the 
unhallowed hours of the first month" of their marriage (54). In "the 
68 The letter is written on September 21, 1839, in answering Philip P. Cooke. 
The following is a longer quote. "The gradual perception of the fact that 
Ugeia Uves again in the person of Rowena is a far loftier and more thrilling 
idea than the one I have embodied. It offers in my opinion, the widest possible 
scope to the imagination-it might even be rendered sublime .... 1 was forced 
to be content with a sudden half-consciousness, on the part of the narrator. 
that ligeia stoad before him" (author's italics). 
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commencement of the second month of the marriage" Rowena falls ill. She 
become "at length" convalescent, and "Fmally" well (SS). Yet after "a brief 
period," she is sick again, and "never" recovers (Ibid.). "One night, near the 
closing in of September," while Rowena is acting particularly irritating, the 
narrator feels some palpable although invisible object passing lightIy (55-56). 
Then the time-sequence of the narrated events is frozen. At this turning 
point, the narrator loses the notion of time by which to frame the story. All he 
can tell is that "it might have been midnight, or perhaps earlier, or later, for 1 
had taken no note of time" (56-57). The time measure of the outward events 
has been replaced by the time measure of the intervals between the narrator's 
mental activities. The span is much shortened, and the pace is much 
quickened. There is "a short period" in wruch he is trying to call back the 
hovering spirit; "an hour" before he is aware for second time of some vague 
sound; the suddenness with which he realizes the disappearance of the 
liveliness from the body. Then,"an instant afterward" he realized the icy 
chilliness (57-58). When he resumes the consciousness, there is the 
measurement of the running time; when he "sunk into visions of Ugeia" 
again, he loses the sense of time again (58). The narrator declares, there is "a 
crowd of unutterable fancies connected with the air, the stature, the demeanor 
of the figure, rushing hurriedly through my brain," and "a mad disorder in 
my thoughts-a tumult unappeasable" (59, my itallcs). Before he hears the 
invisible presence, the incidents are related in accordance with the time-
sequence we perceive in ordinary life. After this point, the story mainly 
happens in the time zone of the narrator's imagination. The grotesque effect 
of the horrifying ending partIy results from the skillful interplay of the 
different time zones. 
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One of the characteristics of "Ugeia" conceming its time-sequence is 
the rhythmic interruptions of the still moments of the narrator's 
psychological activities. In these moments, the act of reading is continuing 
and the actions of pIot are suspended. The frame of the narrator's mental state 
takes over the role played by the frame of the time-sequence. These breakages 
of the sequence of actions enhance the effects created by the pIot through an 
interaction between the inddents on the one hand and the narrator's mental 
activities on the other. Joan Dayan suggests, "the unveiling of 'Ligeia: in all 
its unintelligibllity, takes place before a corpse of a narrator" (188). However, 
it seems to me that not being a corpse is a key to the suecess of the drarnatic 
effeet evoked by the unveiled plot, even though the narrator is physical1y 
staying puto The narrator tells us that while relating the story he finds 
himself "upon the ve.ry verge of remernbrance, without being able, in the 
end, to remember" (48, Poe's italles). The story thus moves baek forth from the 
time-sequence in whieh the incidents are happening to the time zone in 
which the narrator is speeulating. There are parallels between "Iength of 
years" and "reflection," "long intereourse" and "intensity in thought" (49), 
and "the night waned" and "a bosom full of bitter thought" (56). The narrator 
talks about "a moment of mental alienation" (53), "topies of deep moment" (53-
54), and "a second thereafter" (56). A narrator is supposedly the one who 
should keep unfolding the story. Nevertheless, the narrator in this story 
indulges himself in the moments when his memory "flew baek" (SS). He is a 
drug-user, and opium plays different roles in his life before and after Ligeia's 
death. In the frrst part of the story, opium is the means to inspire and enhance 
rus vision of Ligeia's beauty.69 In the later part of the story, opium is the 
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means to help him isolate from the time flux in which actions are taking place, 
and sustain the time zone in which he is able to cherish his dream. Drug is the 
"shackles" by which he is "fettered" in a time zone alien to the time-sequence 
of actions (SS). When he resumes the role of the narrator, he realizes that 
what happened in the other time zone were "absurdities" (53). When he steps 
back into the opium-fettered time zone, his "vivid imagination " starts over 
again (56). Poe's tales are celebrated for their poignant plotting. The example 
of "Ligeia" tells us that the success of a well-plotted story does not entirely rely 
on the plot. 
Another central element of plotting, as mentioned aboye, is the 
coincidence of causality and temporality. Causality is a concept referring to 
something that has happened because of a particular circumstance. In 
"ligeia" Poe illustrates that it is not necessary for plotting to concentrate on 
the effect of circumstance. Instead, plotting may have a different center of 
interest. Roy Basler maintains that in "ligeia," the narrator's psycho-
emotional experience "weaves the plot" (86). The shift of the center of interest 
is a way to incorporate the narrator's psychological mood into the plot. The 
narrator informs us that he does not need to know the paternal name of Ligeia 
to tell the story, for what inspires his imagination is the "sweet word" of 
"Ligeia" alone (47). The paternal name is only a connection to the 
circumstance of her being. "1 but indistinctIy recall the fact itself-what 
wonder that 1 have utterly forgotten the circumstances which originated or 
attended it?" (Ibid.) He concedes that "a circumstance" is no rival of a "vivid 
69 The narrator recalls, "In beauty of face no maiden ever equalled her. It 
was the radiance of an opium dream-an airy and spirit-lifting vision more 
wildly divine than the phantasies which hovered about the slumbering souls 
of the daughters of Delos" (47. my italíes). 
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imagination" (56). Compared to the stability of his attention to the image of 
Ligeia, the atmosphere is always a rushing-away phenomenon (58-59). He is 
sitting in the "now," and the whole circumstance of the night just "had worn 
away" (58), totally indifferent to what is happening to him. The narrator 
informs us that circumstances eluded the grasp of bis memory but not the 
memory of Ligeia (47). The MOtif of the story is not the drama of actions but 
"that spirit which is entitled Romance" (Ibid.). His fancy is heated by Ugeia's 
beauty and intelligence (48). In telling this story, he is still possessed of a 
passion lO discover the profundity behind Ligeia's eyes (Ibid.). It is the 
narrators mental activity rather than the logic of events that líes behind the 
pIotting. The temptation of seeing Ugeia again is so strong that he himself is 
not certain whether Rowena' s death was through bis willing hand or from the 
disease. "Ugeia" is a plotted story. However, it tells us that if a pIot is an 
arrangement of events, in a narrative these events are not necessari1y 
outward actions. 
The sense of moving-forward is one of the things a reader expects as a 
generic property of a plot. The textuality of narrative engages the moving 
sense not only with the narrated actions but also with the reading activity. In 
the text of "Ugeia," there is even a consistent mutual relevancy among those 
things that are there but quite irrelevant to the plot. The setting in the Rhine 
with its connection to the German Gothic tradition; the name of ligeia with its 
reference to Virgil and Milton's works; Francis Bacon's discussion of beauty; 
the mythological figures and pIaces such as Ashtophet, Apollo, Azrael, Delos 
and the valley of Nourjahad; the historical figures Like Democritus; the 
quotation (perhaps made up by Poe himself) by Joseph Glanvill; the poem "The 
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Conqueror Worm"; the arabesque figures; the superstition of the Nonnans; the 
mention of the "phantasmagoric influence;" these details either have nothing 
to do with the deve10pment of the plot, or have meaning beyond the functions 
they perform in furthering the plot. By and large, they are not the e1ements 
of the plot but help the reader pave the way for comprehending the meaning 
revealed by the plot. On the one band, as Lean Chai observes, they function as 
allegorles that help Poe portray the narrator's passion in the relationship of 
the mind to its own desire (24). On the other hand, by brtnging myth and 
history ioto the reader's consciousness, they stretch the reader's imagination 
beyond the limits of ordinariness and morality, preparing the reader for the 
grotesqueness of the plotted ending. The readers mind is led by the advance 
of the plot. In the way of this advance, rus or her mind is also alternately 
affected by the arrangement of the textual elements which do not contribute to 
the story directly but nevertheless create a psychoIogical mood for receiving 
the story. 
A text req aires the act of reading. To read a text is a process that has the 
potential to deter the reader's attention from the linear sttucture constrained 
by the time-sequence of a plot. mc Rabkin observes, "pIot is diachronic, but 
reading balances this diachronic process with the continual creation of 
synchronic hypotheses" (87). In tum, an author, such as Poe in "ügeia," may 
lean on the reading act to concoct a spatial forro. in the reader's mind for 
interpreting the plotted events. 
The basic plot line of "ügeia" is ügeia-Rowena-ügeia. The presence of 
Rowena results from the death of Ligeia, and the death of Rowena is the 
prerequisite for the restoration of Ligeia's life. The relationship between 
these two events is supposedly sequential. According to the plot, they could not 
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coexisto However, the narrator never lets the vision of ligeia disappear from 
the reader's consctousness. There are some things in the text that are outside 
of the plotted actions but support the continuing existence of the vision of 
Ligeia, such as the power and mystery of the universe which are partly 
embodied by llgeia's beauty and intelligence, the great will of God that asserts 
itself in the narrator's insatiable imagination, and even the money Ligeia 
brings to the narrator is "very far more than ordinarily falls to the lot of 
mortals" (53). To cope with the "time-honored memories," the narrator 
commes himself in a chamber with Rowena. The physical commement of the 
space actually enlarges the mental space in which Ligeia is still living. "My 
memory flew back, (oh, with what intensity of regret!) to llgeia" (SS). Every 
item he minutely describes in the grotesque surrounding is a means to detach 
the reader from cornmon sense and leads to the existence of a living dead 
persono The intensity of his recollections enhances the realness of Ligeia's 
existence. Within the space of the chamber the narrator is living with a 
retreating Rowena and an approaching Ligeia. He never gives up the hope 
that through bis wild eagerness, solemn passion, and consuming ardor of 
longing for the departed, he can restore Ligeia to the pathway she had 
abandoned upon the earth (SS). Whether or not llgeia is in the chamber is not 
the question. The question is whether or not Ligeia should resume a physical 
form to incarnate her spiritual being. If it is indeed the narrator who 
poisoned Rowena, why couldn't he tolerate the coexistence of Ligeia and 
Rowena? If Rowena is loathed by the narrator for her earthliness, why should 
the narrator want to see the spirituality of Ligeia waIking into the earthly 
form of Rowena. Questions like these may stem froID the spatial structure of 
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the plot. 
The interplay of the textual arrangement of verbal expressions and the 
sequence of actions steers us back to the question of the necessity of plot in 
narrative. In reading "Ligeia" we are prompted to think that a plot is not only 
a structure for the writer to arrange actions, but also a structure for the reader 
to organize the reading experlence. A plot need not be the sole or even the 
major resource for the interpretation of meaning. However, mesmerized by 
the power of genre, the reader's imagination is expanded by the expectation of 
a story. What we read in "Ligeia" has in one way or another to connect to the 
scope anticipated by the expectation of a plot lineo Without the connection to 
the Ugeia-Rowena-Ligeia story, for instance, these allegorles, historical 
references and myths would not impact on the reader's mind with the strength 
they now have. Jan Mukarovsky suggests that plot should no longer be 
considered a matter of architecture, the proportlons and the successions of 
parts, "but of the organization of the semantic aspect of the work" (138). 
However, as mentioned aboye, it is genre rather than Ianguage that defines 
literature as literature. To analyze pIot and plotting on the leve! of semantics 
actually neglects the structuring function of genre that turns language into 
literature. 
Poe's tales belong to the literature written before the so-called modern 
periodo In modero literature, the attitude toward the function of pIot in 
narrative went through a significant and complicated change. It is not 
uncommon today to find a writer trying to treat a plot merely as a framework 
of time instead of a scheme that can show the causality with the flux of time. 
However, the majority of fiction contemporary still consists of plotted stories. 
Even in reading the novels of suro writers as James Joyce, VIadimir Nabokov 
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and Thomas Pynchon, we still find that they either stress certain aspects of the 
plotting scheme that have already taken their cues from narratives like 
"ligeia," or depend on readers to organize the fragmentary verbal expressions 
into a whole piece in accordance with their notions about what a narrative 
should be. The reason for this, 1 believe, partly lies in the notion of genre. 
Plot is a property readers generally attribute to the genre of narrative. It is an 
expectation based on the practice of over thousand years. This is particularly 
true in the West. To change the habit of appreciation is a process whose 
justification needs to be proven over a long course of time. In the meanwhile, 
to explore the potentialities of a plot may be a better idea than to abando n 
plotting entirely. 
Fragmen tarity and the Perceiving of a Narrative: 
Liu E's The Travels ofLaocan 
Fragmentarity is rather a philosophical concepto It underlies the 
quality of episodicity in narrative as well as the reader's perception of 
narrative. In other words, episodicity is a manifestation of fragmentarity in 
narratives. To start this section, 1 shall concentrate on the concept of 
fragmentarity instead of episodicity. There are two reasons for doing so. First, 
expounding on the concept of fragmentarity is a way to expose the deeper 
layer of the episodic quality in relevant texts; second, the concept of 
fragmentarity is related not only to a certain quality in the text, but also to the 
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reader's habit in receiving the texto 
Fragmentarity is a concept different from that of fragmentation. 
Re1ated to the discussion of text, fragmentation refers to the act of breaking 
the textual coherence into fragments. It implies both an intent to do so and the 
abnormality of breaking the expected logic that traditionally unifies an 
artistic work. Fragmentarity, on the other hand, describes a state of being 
detached. The unifying force is not supposed to be found within the text in the 
frrst place. It evokes no expectation that there should be an arrangement to 
organize the text coherently. On the contrary, it implies that the coherence of 
the perception hinges on the process of perceiving. If we may say that 
fragmentation is a major drive of modero literature in the West in opposing 
the traditional way of exercising the power of literature, then, we may identify 
fragmentarity with a major mode of artistic creation in Chinese literature. 
Fragmentation, byand large, is experimentation. Fragmentarity, on the other 
side, is a mature way to cope with the communication between the mind and 
the world. The possible connection between fragmentation and fragmentarity 
is not the issue 1 intend to discuss here. In this section, 1 will examine the 
function of fragmentarity exerts on the reader's mind in perceiving a 
narrative. 
While pointing out the "limitations" of traditional Chinese fiction in its 
fulfillment of the premises and achievements of European fiction, John 
Bishop asserts that Chinese fiction lacks the integrations between style and 
content, and between forms and function (240). "Probably the most notable 
influence of its early origins on the novel and one most disturbing to the 
Western reader," Bishop claims, "is the heterogeneous and episodic quality of 
plot." Of these "accretive novels," "the structure of their plots is marked by 
episodic variety, bound by a tenuous unity of historical or pseudo-histoncal 
theme" (242). Bishop concedes that the procedure he follows is "taking 
arbitrarily the fiction of the West as a standard against which to measure 
works in a wholly unrelated literature" (237). He assumes the superiority of 
the Westem model of fiction and considers the Chinese model to be "primitive 
narrative conventions" (240). Beneath this overt bias is actually ignorance of 
the other pattero of narrative. Instead of the "limitations" of a particular 
literature in and of itself, what hinders an understanding of the literature. 
more often than not, are the limits of the perspective from which one 
examines the literature. The "episodic quality of plot" is a charactertstic of the 
novel in China. It is a cherished model based on the aesthetic principIe of 
fragmentarity. 
The episodic quality of plot acts upon the readers expectation of what a 
novel should be. In other words, the notion of the genre paves the way for the 
reader to unify the episodes in perceiving them. In discussing pIot structures 
in late Qing novels, Milena Dolezelova-Velingerova proposes that the 
interpretive model formulated by Russian formalist Viktor Sklovskij may 
provide a ground for both Westem novel s (especially the European pre-
eighteenth-century novel) and Chinese noveIs to receive a fair treatment, 
which she calIs the pattem of string (40). According to this pattern, the 
string-like plot of a novel contains four kinds of narrative events: the episodes 
of the protagonist's story (the string), the story of a secondary protagonist, the 
sequence of the anecdotes of other characters, and the reflections and 
contemplations on philosophical social and moral themes in a belletristic forro 
(40-41). Given the semantic unity in the combined effect of these four planes. 
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"the supposedly chaotic and disconnected quality of plot structure ís only 
superficial" (48). Thus, the unifyíng principIe "has to be a semantíc 
principIe" (49). This typology of plot actually shifts our attention from the 
making of a novel to the making of a verbal expression (a composition). 70 1 t 
makes room for the interplay of the plot of a story and the semantic structure 
of the texto In Chinese literary theory, to narrate a story (it.) and to 
compose a text (*:>cll ) are indeed different concepts. However, in a novel, 
both of them are subject to the controlling dríve of making a novel (*)'J'~~). 
In arder to integrate the seemingly disconnected episodes ínto a unified 
narrative, the interpIay of pIot structure and semantic structure has to be 
somehow connected to the reader's expectation of narrative as the genre.71 
70 Tbis is also the way in which some Chinese critics search for the unifying 
force of a novel. A outstanding example is Mao Zonggang's commentaries on 
the Three IGngdoms. He declares that the novel is "a most remarkable example 
of literary composition" (162), taIking about a particularly excellent way of 
composing the novel, such as the substructures withín the general structure 
(164); the narrative technique of tracing thíngs to their roots and divuIging 
their sources (165); the technique of using the minor plot (the guest) as a foil 
for the major pIot (the host, 166); the interplay of consecutive and 
nonconsecutive treatments( 178); and the art of narrative analogous to the 
technique of sowing seeds a year in advance and making preliminary moves to 
set up later strategies (183), etc. "All these narrative strands," Mao maintaíns, 
"are interwoven so skillfully that no sooner does one of them begin than 
another is concluded and before it is concluded, yet another one begins" (165). 
71 The notion of the "semantíc principie" is somehow not defined accurately. 
For ínstance, in the description of what she considers "a typical story of the 
majar late Qing novels," Dolezelova-Velingerova concludes, "lts semantic 
pattern can be summarized as 'evil always defeats good' and 'the greater evil 
defeats a minor one,' where 'evil' is represented either by a character or by 
history" (53). This is actually a thematíc rather then a semantic pattern. The 
stereotypical interpretation of the late Qing novel s hínders a consideration of 
the interplay of plot structure and semantic structure. 
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Rooted in tbe particular culture, tbe generic notion of narrative in tbe 
Chinese tradition gives the reader a specific assist to maintain the wholeness 
of a narrative while confronting the episodic quality of plot. 
In ancient China story was already considered to be a basic unit of 
verbal expression. To tell a story to express onese1f is analogous to composing 
a phrase or sentence to convey the intended meaning with accuracy. 
Philosophical essays, such as tbat in Lunyu aaal (The Analects), Mengzi 
:iI1-=f-, Zhuangzi M:E-=f- and Hanfeizi a;¡I:.:;f, are fuIl of stories, no matter to 
which school the writer belongs. The major portions of history books. 
especially Zuozhuan li:,.. (Spring and Autumn Annals with Zuo Commentary) 
and Shiji .5t:tiC (Records of the Historian), are made up of stories. To explain 
the reason that he wrote the official history in the form of stories, Sima Qj.an 
(EiJ~~ , ca. 145-90 B.C.) in his Postface to Records of the Historian cites a 
principIe postulated by Confucius. According to Sima Qjan, Confucius said, u 1 
couId rely on empty words, however, if 1 show it through incidents of action, 
then, it would show itself in a more profound and manifest way" (lO: 3297). 
Telling a story is just a way of comm.unication. What ma.kes a novel different 
from other types of stories is the way in which the stories are toldo 
The Chinese translation of the term "fiction" is xiao shua J'J,~. Its 
literal meaning, as we have seen in Chapter 1, is "small talk." There is a 
missing connotatian if we understand xiaa shua .J'J'a5t simply in the way we 
understand the term ufiction" in English. The emphasis on the genre of xiaa 
shua .J'J'eR is its sma)]ness rather than its fictivity. The smallness of xiao 
shuo J'J,~ has a twofold implication. One is triviality; the other is 
insignificance. Theyare both related to the subject matter of xiaa shuo J'J'~ . 
Chinese critics always defme the genre of xiao shuoJ'J'~ in its comparison 
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with the genre of history and Confudan or other philosophical-ethical-
polítical teachings. The genre of xiao shuo J'J'~ circumscribes a territory in 
which writers can deal with a particular kind of episodes. These episodes, in 
the traditional diagram, are either trivial incidents that are unabLe to show fue 
grand scheme as history books supposedly do, or strange stories that lack fue 
profundity required for philosophical-ethical-politicaI teachings. Whether 
the episodes are fictional or factual is not the determining point. Sima Qj.an 
declares tbat the stories he wrote are all events which actually happened. In 
doing so, he tells us that he intends to follow Confucius's example, to 
demonstrate the way of ruling and define the principIe of human affairs 
(l:sJ.J=3:.z.~. l'mÁ..z.~ ,10:3299,3297). On the contrary, as Yuan 
Jiong :t't~ observes in his Preface to Shishuo Xinyu tlt~:fJfal (A New 
Account of Tales of the World), unllke history books, the quality of xiao shuo 
J'J' ~ does not depend on its capability of showing the grand historical scheme 
(tiu Yiqing 931). 
Tbis notion of xiao shuo J'J'~ liberates writers from the burden of 
plotting the story in order to show what should happen through what has 
happened. The coincidence of temporality and causality, which is a bedrock of 
OUT notion of plotting, is thus not a major concero for Chinese fiction writers. 
The writers record or invent stories based on their own interests rather than 
the significance of the narrated events in their relation to other events. In 
their craft, they concentrate on the vividness of the characters' personalities 
and the other aspects that aroused their personal interests in individual 
stories. The Iogic of the story Une is subject to the need to attract readers in 
the same way as it affects the writer. This center of personal interest in the 
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creation of fiction is particularly IDanÜested in the full development of a sub-
genre: biji xiaoshuo .¡eJ'J"mt (fictions in the style of a sketch). In the 
works such as Duan Chengshi's .mpt~ (803-863) Youyan Zazu =~*i~ and 
Ji Yun's *C8S] (1724-180S) Yuewei Caotang Biji Im.,,~.ac. the reason 
that these short pieces have been collected into a relative1y independent work 
is simply the author. The integration of the author's personal interest in the 
individual pieces is the sanction for the reader to conceive the whole book in a 
unified way. 
The way of writing xiao shuo of short length m¡S;"J"~ also impinges 
on the making of the novel (the long-Iength xiao Shuo ~;¡¡ J'J"~ ). The 
impact has been shown mainly at two points. The frrst is the elaboration on 
the individuality of the stories that are the parts of the novel. A novel is 
comprised of a series of stories. Each of these stories has two functions: to 
appeal to the reader as an individual story, and to contribute to the general 
plot of the novel (mainly in the way of describing the actions of a group of 
characters who are the protagonists of the whole novel). Even within the 
frame of a novel, for those sub-stories, being a good individual story (the link 
to the reader) is much more emphasized than being a good part of the general 
story (the link to the plot). The second point emphasizes the reading process 
rather than the textual arrangement in fonnulating the unity of the novel. 
Since each story in a novel affects the reader's mind not only as a part of the 
plot but also as a relatively independent unit, in conceiving each individual 
sub-story, the reader accordingly has a thematic understanding of this 
particular story, accompanied by an emotional mood as pan of the reaction to 
the reading. When the reading moves forward, the thematic understanding 
and the emotional mood accumulate. Besides the relationship of the sub-stories 
J--
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to the plot which is embodied in the textual arrangement, the connections 
among these pieces of thematic understanding and emotional mood is the other 
binding that gives coherence to perceiving the novel. The understanding of 
and reaction to each sub-story acts as a device in the reader's consciousness. 
Along with the unity shepherded by the development of the plot, the meshing 
of the multiple understandings and reactions on the reader's part can 
generate another sen se of unity. In the major Chinese novels, there is 
normally a tension between the effort to elicit the unified thematíe and 
emotional reaction and the effort to set forth a generally coherent story lineo 
Sometimes (as we will see below), the author purposely breaks up the story 
line to lead readers' attention back to their own minds. For an outsider, these 
two particularities (the elaboration on the individuality of constituent stories 
and the emphasis on the reading process) may indeed evoke an impression of 
the "episodic quality of plot." 
These two characteristics of making the novel are also bolstered by the 
theoretical understanding of the arts. Both have their liaison with other 
modes of artistic experiences. According to Chinese aesthetics, the seeming 
Iack of connection among relatively self-sustained fragments in a text is both 
an inevitable result of the inadequacy of language, and a means to inspire the 
reader to reach a unified comprehension of the artistic work through the 
process of perceiving. Confucius says, "It is enough for a verbal expression to 
convey its meaning" (32). Zhuang Zi argues, "The quintessence of language is 
its meaning, but there is something that accompanies the meaning. The thing 
that accompanies meaning cannot be conveyed by verbal expressions" (2: 
488). He maintains, "only if you know its inadequacy do you get to know its 
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usage" (4: 936). The way to rearo the meaning beyond language, as Chinese 
writers and critics persistentIy point out, is to elaborate sorne particular 
scenes, characters or inddents with artistic mastery, and leave sorne space for 
the reader's imagination to complete the whole picture. It is a prevalent belief 
that a unique insight is generated through the process of comprehension 
rather than delivered through a fixed producto 
Even mimetic nove1ists need to choose their materials. In this case, 
what determines the choice, however, is the need to complete the reallstic 
description. In the Chinese novel, besides the logic underlying the 
development of incidents, the author's personal interest and the reader's 
reaction are two far more significant factors in choosing the focus of 
narration. In taIking about models of perceiving art, Morse Peckham makes 
an interesting rernark. Peckham writes, a Westem man places a piece of 
driftwood upon a mantel, because he considers the object a work of art against 
the cultivated notion of aesthetic value: " he perceived it as a work of art." In 
contrast, when Chinese artists place interesting rocks in their gardens, "they 
were works of art as soon as they dedded that they were" (87, the itallcs are 
mine). In the making of the novel, this spontaneity certainly has its share in 
the fabrication of the artistic rnodel that appears in the forro of fragmentarity. 
In the foUowing discussion, 1 will discuss the aforesaid points as 
exemplified in Uu Fs ~~ (1857-1909» Laoean Youji ~~m~c (The TraveIs 
of Laocan, hereafter referred to as The Travels). 
Uu E started writing The Travels 72 in 1903. It first appeared in 
72 The TraveIs 1 discuss here is the twenty-chapter edition. It is a complete 
work. There are nine recovered chapters of the incomplete seq uential part 
(=~j¡) and one chapter of the unpublished supplementary part ( *~j¡). As Wei 
Shaochang (ft#B~ ) observes, they have never appeared as a part of a 
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serialization. This is his only novel. Liu E is one of the authors who were 
acquainted with Western novels but still write in the traditional Chinese way. 
In Chinese literature "travels" (youji ~¡c ) is a spedal form of the novel. 
One of the well-known examples is Xiyouji Em BE (The Iourney to the West). 
Tbis type of novel normally has as a protagonist of an adventurer or a 
wandering traveler whose journey serves as the central line of structuring. 
When youji ~¡c appears as a form of the novel, it is not an actual account of 
sorne imaginative stories the traveler has collected, but an imaginary account 
of the stories in which the traveler is actually a partidpant. 
The looseness of the structure is a characteristic critics have commonly 
attributed to The Travels. For instance, C. T. Hsia notices that the structure of 
the novel is "rambling" and the author is apparently "unconcern with plot." 
However, Hsia rnaintains that this lack of unity "may have been deliberate 
rather than due to clumsiness or carelessness." It rather indicates Liu E's 
"dissatisfaction with the plot-centered of his predecessors and bis ambition to 
encompass the higher and more complex kinds of unity consonant with a 
faithful rendering of bis personal vision of China." Since the unifying power 
that overcornes the looseness of the novel is the "implementation of individual 
vision," this novel can even be considered to be a "Chinese Iyrical novel" 
(Exploration 40-41). In his Introduction to The Travels, Harold Shadick, the 
translator of the English version, observes that "judged by the Western 
conception of a novel, the book lacks unity both of plot and subject matter." 
However, it has "a unity of feeling produced by the author' s tireless interest in 
people and things, bis moral integrity, and bis pervading sense of humor" 
complete work (1). Since my focus is on the way of unifying the novel, there 
is no reason to indude them in the discussion. 
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(xxi). Thus, instead of the text itse1f the sense of unity is still rooted in the 
integration of the author's personality. Donald Holoch admits that due to its 
"episodic nature and diversity of styles," Tbe Travels is "not novel but rather 
an anthology" (130). He postulates thar in this novel, "the source of unity is 
the fusion of lyrical procedure and concept elaboration, the allegorical method 
in a word." In this allegory, "scenes which, once their emblematic nature is 
discovered, instruct us in interpreting the persons and events that follow" 
(145). If, as Holoch suggests, the structuring power of the novel is allegorical, 
then the reader's unified perception of the novel is constrained by the ability 
to read things in the novel as whar they are not, as the basic defmition of 
allegory is to say one thing but mean another. This interpretive strategy 
shifts the emphasis from the author to the reader. However, the descriptions 
of scenery, music and scenes in this novel are quite famous for their literary 
values. Whether we should read them as allegories, or, as Lu Xun does, see the 
author's faith and aspirations "along with" the excellent descriptions of 
scenes and inddents (~:Wc~~, ~1fg;.9 *~1'S1"íJ, m-~~pq, 9:443), 
is a question crucial to our interpretation of the novel. 
The lack of concern with the general pIot is a characteristic not 
exclusive to The Travels. In most Chinese novels, besides leading the reader's 
imagination through the time flux, instead of delivering a plotted scheme, me 
general pIot functions as a reminder to prompt the reader to search for a 
unified meme in the sub-stories which are plot-connected and enclosed in me 
same texto This practice has cultivated an ingrained notion of the novel. 
Readers are gene rally not troubIed by the looseness of the plotting S truc ture , 
as their participation is anyway expected for reaching a unified perception of 
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the novel. In The Travels even such a general plot does not existo In the novel 
what assumes the functions of a plot is the traveling experience of the hero 
Laocan. In the opening of the novel, there are a short incident of Laocan's 
magic treatment of Huang Ruihe's incurable disease, which is an allegorical 
illustration of Laocan's ability to solve the thomy problem of the Yellow 
River;13 a dream, which is both a thrilling story and an allegory for che 
situation of China in that particular time; 74 an inspiring description of che 
attraction of scenery at the side of lake Ming, and a fascinating account of the 
celestial exce1lence of the music performed by the girl Bainiu, which are 
famous for their literary quality; and another incident of Laocan's treatment 
of a patient, which again shows Laocan's real ability hidden behind his modest 
appearance. Then, the novel moves to a series of heard stories, exposing the 
cruelty of the prefect Yu Xian (::K.). This is a fictional figure who actually 
insinuates a contemporary official by the name of Yu Xian (ij¡t¡t tf ).75 In 
order to protect people from Yu Xian's cruel and self-righteous ruling, Shen 
Dongzao sends his brother Shen Ziping to the Peach Blossom Mountain to 
invite Liu Renfu, a man capable of carrying out the scheme and recommended 
by Laocan. At this point, Laocan stays in Dongchang and Shen Ziping takes 
the role of traveLer. Shen Ziping is the host of the next four chapters (8-11). 
The content of these chapters is crucial to the understanding of the author's 
intention but rather irrelevant to the pLot. Shen Ziping spends one night at 
73 Uu E purposefully chose Yu (~), the legendary ancestor who found a 
solution to the disastrous flood in the history of China, as the source of 
Laocan's prescription, and played the pun of the patient's name ("huang rui 
he" is che pronunciation of his name, and "huang he" is the pronunciation of 
the Yellow River). 
74 See Hu Shi's Preface to the novel (3: 535). 
75 See Hsia's discussion ("Exploration" SO-51). 
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the girl Yu Gu's horne, being touched by the hannony of the nature and 
fascinated by the wisdom of the discussion of Yu Ku and Mr. Yellow Dragon on 
rnetaphysics, politics and ethics. After Shen Ziping has found Uu Renfu, 
Laocan resumes the role as the leading figure of the novel. He is stuck in a 
hotel in Qihe County because the river is half frozen, and runs into an 
acquaintance Huang Renrui. They have dinner together in the company of 
two call-girls: Cui Hua and Cui Huan, who are victims of the Yellow River flood. 
Their overnight talk leads readers to two other sub-stories of the novel. One is 
the story told by the girls about the flood which was rather caused by the 
government's strategy to control the Yellow River than the river itself. This 
story not onIy exposes the societal situation in this part of China, but also gives 
Laocan a chance to exhibit bis chivalrous spirit and save the girls from being 
prostitutes. The other story is about a miscarried murder trial in which a self-
righteous official Gang Bi ~IJ!il8 frames innocent people to demonstrate bis own 
righteousness.76 In participating in the fight against the injustice, Laocan 
tums himself from a passive observer into an active actor in the story. This 
story virtually steers the reader into the story of the last two chapters, in 
which Laocan plays a private detective. This is another chance for him ro 
exhibit the spirit of chivalry directly.n The novel condudes with a happy 
ending. Indeed, the plotting of the novel does nor provide the reader with a 
unifying structure to organize the reading experience. In other words, these 
76 This offidal is another figure by which the author attacks a living official 
~IJft. See Hsia's discussion (Exploration 51). 
77 Hsia maintains, "As a new kind of novel in the form of a journal, then, The 
Travels of Lao Ts'un is weakesr in the well-plotted last two chapter . . . in 
adopting a conventional plot to wind up bis novel, he has destroyed the unity 
of a journal so ably maintained in the earlier chapters" (Exploration 44). 
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sub-stories and descriptive passages are only fragments unless one can find 
another element to unify them. 
The author is of course a unifying element to call upon. The Travels 
certainly has within it a living Uu E. It translates bis personal experience, 
emotion and opinion into a narrative. To speak only of two major things in the 
novel: the Yellow River flood and the cruelty of the self-righteous officials, 
Uu E himself was an adviser to the Govemer Zhang Yao ~B1i on flood control 
(1890) and he was personally accused of treason by Gang Yi IfiIIJ~, the 
historical figure attacked by the fictional figure Gang Bi IiiIIJ~ through 
innuendo. The novel has the stock of shelves on wbich we may find the 
author's personal attitude toward revolutions and the integration of Western 
civilization into Chinese tradition, bis concero with the future of the nation 
and the suffering of her people, his doctrines of philosophy and politics, and 
his ernotions and wit, etc. However, as we have observed aboye, when the 
author's experience has been tumed into a work of narrative, the narrative 
detaches itself from the author to a certain extent. If the conceived wholeness 
of a novel is indeed rooted in the integration of the author's personality, the 
connection of every sub-story or descriptive passage to the author would be 
stronger than that among stories and passages as components of the novel. 
They are still fragments if we read the novel as a texto In other words, the 
integration of the author's personality cannot guarantee the wholeness of the 
novel. If The Travels is a "lyrical" work, as Hsia proposes, we would have 
every reason to seek the coherence in the author's presence. For a lyrical 
work is supposedly an expression of the author's emotional mood. 
Nevertheless, if we intend to read the work as a novel, we need to reverse the 
procedure. In other words, in order to know the integration of the author's 
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personality, Orst of all, we need to grasp the self-sustained wholeness of the 
novel for a start. 
When The Travels was first serialized in the Magazine Xiuxiang 
Xiaoshuo .~"N5i (IDustrated Fiction Magazine) and Tianjin Riri Xinwen ~ 
~ S S flfM (The Tianiin Daily News) , the installments of the first seventeen 
chapters (except Chapter 10 and 12) were appended with commentaries made 
by the author himseLf. In these commentaries, Liu E states his notion of the 
novel and the intended way of composing his novel. The novel, Uu E observes, 
functions as a genre supplementary to history (yie shi !f.5t!). It records 
events and teames tbe reader a lesson, but differentiates itself from history on 
two counts. First, as com.monly acknowledged, he maintains that fiction can 
pick up what history book has left out. He writes, "the function of tbe 
supplementary history is to compensate the negligence of the officiaL history. 
The names may be fictitious, but the things should have their roots in reality" 
(156).78 However, tbere is a crucial point that differentiates him from other 
novelists or critics. In his opinion, the reason tbat historians neglected the 
materials which he induded in the novel is not the triviality or insignificance 
of the materials, but the limits of the historical perspective, for instance, the 
way of viewing the behaviors of the so-called upright officials (qing 
guan?l-11f ) such as Yu Xuan and Gang Yi. Liu E claims that what this novel 
has recorded could be the materials for the officiaL history in the future 
(regardless of their fictivity?), and this is the function of the novel (58). Since 
the perspective in which he narrates the incidents is dramatically different 
from the current viewpoint, at the very beginning of the novel, he 
78 Although the translations here are all mine, 1 have read Harold Shadick's 
translation several times with great admiration. 
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acknowledges the difference by hinting that this book is an immortal's 
interpretation of the mundane world (11). 
The second reason that the novel is different from history, Uu E implies, 
is that a novelist tries to convey the essence or spirit (shen 1$), while a 
historian endeavors to record facts in the way just as they appeared. In this 
respect, Uu E believes that fiction is hierarchica1ly higher than painting and 
that his work is even better than Shi Naian's .¡¡;J~ Shuihu Zhuan *~1IJ 
(The Water Margin. 95). Uu E has an overt intent to compare the composition 
of his novel with the art of musir. like the music performed by the girI Bainiu 
wruch has reached the acme of humanly possible meLodies, Uu E claims that 
his novel is the acme of the art of writing. There is indeed an analogy between 
the principIe on wruch Uu E has composed his novel and the p~ciple Uu E 
conceives as the rationale for the success of musir. Both of them are based on 
the philosophy elucidated in Yi jing JJJ*~ (Book of Changes, also 
transliterated as 1 Ching). 
Given these two different emphases: to transcend the historian's 
perspective and to convey the shen 1$ (essence or spilit ) , instead of the 
linear structure that corresponds to the time-sequence of actions, a novel 
should have a way of narration different from the way in which history books 
record events. From the discussions between the mysterious girl Yu Gu and 
Mr. Yellow Dragon in Chapter 9, 10 and 11, we know that Uu E is a believer in 
the doctrines of the Yi jing ~*~ (Book of Changes), He considers the 
principIes of this classic work to be the foundation for the integration of 
Confucianism, Taoism and Buddhism, and the foundation for the integration of 
the Chinese culture and the Western culture. In this novel, we can also see his 
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effort to follow the Y i Jing JJJ~~ in eomposing the narrative. Aeeording to 
Yi Jing ~*~, Confucius says, "Isn't the one who knows what the shen 1$ 
(essenee or spirit) has done the one who knows the principIe of ehanges?" 
(Zhou Yi ~~ , 42).79 The principIe of ehanges, also aeeording to Yi Jing 
JJJ*~, is to reach the wholeness through the interaetion between two opposite 
elements, especially between the negative (fu 1i!t) and the positive (zheng 
lE). Harmony is rather a proeess in whieh eonflieting elements find their 
plaees by eountering one anther, than a statie state in whieh the blended 
elements do not have their own identities. This philosophy has eertainly 
refleeted itself in the ereation of Chinese literature and arts. Writers and 
artists arrange the parts of their works in a way that the reader will fmd the 
interaetions among them and thereby grasp the shen 1$ (essenee or spirit) of 
the works. In his description of the musie performed by Yu Gu and Mr. Yellow 
Dragon, Liu E writes, "when he (Shen Ziping) ftrst heard it, the twanging of 
lute and striking of zither eaeh made its own tune; but after listening 
earefully, he heard a pair of pearl birds singing in harmony, ealling and 
answering each other" (108). When Yu Gu explains the essenee of the music's 
supremaey, she says, it is the principIe of "being harmonized but not being 
assimilated" (mmifiJ";f'tElfi!!U , 109). Likewise, in The Travels the appearanee of 
fragmentarity is expeeted to be balaneed by the interaetion wbieh the reader 
is supposed to pereeive among the separated incidents to reaeh the shen t$ 
(essenee or spirit) of the novel. 
In bis own prefaee to the novel, Liu E maintains that this novel is a ery 
in the form of not crying, a tearless weeping, a soundless wail (1-2). As a part 
of this not-erying, in Chapter 12, he lets the hero Laoean shed his tears over 
79 ~1-tz.~~, ~9iI1Wz.m~~? 
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the future of the country. 
"Now the country is indeed at the cructal time when many things 
are happening to it, and the nobles and offictals are only scared of 
bringing punishment on themselves," Laocan thought to himself, "they 
think it is better to do nothing than to risk doing something. All things 
therefore are left unmanaged. How will the problems be solved in the 
future? The country is in such a state, how can a conscientious man 
(3t7e) accomplish rus aspiration and establish rus family?" When he 
reached this point of rus thinking, the tears began to trickle down 
unknowingly. He thus had no heart left for the enjoyment of the 
scenery, and went back to the inn slowly. (135, my italics) 
These are Laocan's only tears in the texto It is the point where the emotion of 
the writer merges into the emotion of the protagonist and where the bond of 
the authorial-constraint is broken. What stirs the surge of the emotion that 
breaks the bond is the concero for the future of the country. This future of 
the country, in the conviction solid1y held by the Confucían intelligentsia, is 
the hope for one's personal fate. This outbreak of the sustained emotion leads 
us back to what Liu E says in the preface. He writes, "the deeper one's 
emotions are, the more profound one's crying is." He also emphasizes that 
human emotions are dosely related to one's personal life, family, country, 
sOciety, nationality and religion (2). The anxiety about the nation's future is 
the major motif of the novel. And the way of showing it is also a way of 
showing how a narrative may incite a unified perception through the 
seemingly fragmentary sub-stories and descriptive passages. 
The sub-stories in The Travels are narratives in two ways. They 
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themselves are rather individual stories, and they funetion as components of a 
narrative of a broader se heme. As expected of the genre of narrative, fictions 
in particular, each story is supposed to be entertaining by itself, and has its 
impaet on the reader's morality through entertaining. The whole novel is 
organized around the crux of Laoean's traveling. However, intrinsieally, it is 
also fabrieated through the conneetions of the moral lessons the reader may 
draw from the sub-stories. Therefore, in order to obtain the panoramie view of 
the macrocosm, one frrst of all needs to apprehend the particularities of the 
microcosmo This is an important generic feature of the Chinese novel. Sub-
stories funetion as individual stories before they serve the whole novel as its 
constituent parts. ro In the frrst chapter of The Travels, the reader may 
indeed enjoy the two incidents (Laoean's treatment of the patient Huang 
Ruihe's annual disease, and rus dream in which he and his friends are trying 
to save a sinking ship) as good stories without knowing their allegorieal 
implications (the problems of controlling the Ye1low River, and the eollapsing 
empire and the inereasing anarchy). 
Even if we read the incident in which Laoean has cured Huang Ruihe's 
mysterious disease that oecurred annually81 merelyas a story, the message is 
still clear. The problem is not the severity of the disease, but the lack of an 
able man who is equipped with the indigenous wisdom. This is not merely a 
medieal problem. liu E makes his hero a traveler, shaking a string of be1ls and 
ftlling his bowl of gruel by euring diseases. It is not only because he himself 
failed to be a praetitioner of traditional Chinese medicine. There is a more 
80 Based on my own experience, l believe that to observe this characteristic 
of the Chinese novel is a key to the success of teaching Chinese novel s to 
American students in introductory courses. 
81 The same as the flooding of the Yellow River. 
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significant consideration. In bis comments on the frrst chapter, he remarks, 
"the whole worLd is sick and the whole worLd is sleeping." What one should 
and couId do in this hopeless situation is to "shake the stringed bells to awake it 
frrst" (12). The problem exposed in the case of Huang Ruihe's disease is also 
the problem the novel tries to point out as the disease of the nation. The 
alIegorical connection of this story to the problem of controlling the Yellow 
River's flooding strengthens the theme that an able man is the solution to the 
problem. The flood of the Yellow River is the mirror that refiects the 
counay's problems. This is the reason that following the due of the allegory 
in this very frrst sub-story, the novel yields two chapters (out of twenty) to the 
tout:hing story of the girl Cuí Huan ~Ut She has lost her family in a flood and 
is foreed to be a prostitute in order to support her young brother. The Iesson is 
the same. What causes the flood that swallows hundreds of thousands people in 
this case is not nature, but those administrators who followa so-ealled genuis's 
bookish idea to abandon the dam in order to broaden the bed of the river. 
Thus, there is a hidden thematíe line in the text that Iinks the very first 
seemingly irre1evant incident to one of the major stories (whieh occurs 12 
chapters later). 
The seeond sub-story of Laocan and his friends' efforts to rescue the 
sinking sbip functions in a similar way. This is a thrilling story. The narrator 
purposely keeps the reader in dark and does not reveal that it is aetually a 
dream. until the tension created by the pIot has reaehed its peak. Sinee it is a 
dream, the story in the dream is supposedly plotted by Laoean's 
subconsciousness. The refraetion caused by the medium of bis psyche is a 
conneetor between what happened in the dream in this seemingIy plot-
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irrelevant story and what the hero is doing in the major plot. As in the first 
incident, in this sub-story we can find its thematic relevance even without 
referring to its allegorical implication. The story explicitly ridicules the idea 
that the future of China is in the hands of the revolutionaries, and exposes the 
blind xenophobia among the common people. In the first story, the reader is 
told that the remedy to the disease is to rejuvenate the indigenous wisdorn; in 
this story Laocan tells his friends that the old way of piloting the ship is not 
wrong, the problem is the changing weather in which the captain has lost the 
sense of direction. What they need to do for saving the ship is simply to 
provide the captain with a cornpass. [f we read this incident symbolically (not 
allegorically yet), the meaning of the Westem-made compass is not difficult to 
decipher. First, it can provide direction for the people who have the vigor to 
rnove on but lack a sen se of direction. Secondly, a compass is merely a tool. 
Thus, the image of a compass fits neatly into the rnaxim prevailing at Liu E' s 
time among the intelligentsia. It says, "the Chinese learning is the essence; 
the Western learning is the tool" (9=t~~ 9 iffi~~m). Besides this 
symbolic meaning, as commonly agreed, Liu E intentionally describes the ship 
in the way to evoke the analogy between the ship and the state of the country, 
and thus uses it also as an allegory to consolidate the connection the reader 
may have already established between the dream and the theme of the whole 
novel. 
In The Travels there are sorne elements that seem to belong to the genre 
of travels rather than that of the novel. These are the descriptions of music 
and of scenery. On the one hand, these are one of the reasons that The Travels 
is such a successful work in the first place. On the other hand, they seem to be 
incongruous in the scheme of plot. Thus, sorne critics sirnply skip these parts 
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while discussing the novel. These passages can hardly be interpreted as 
aLlegorles; rather, they are perceptive descrlptions of the beauty of music or 
scenery. What connect them to the general scheme of the novel are mainly 
the emotional moods they have created. For instance, in Chapter 2 there are at 
least two things in the description of the music performed by the girl Bainiu 
that may steer the reader's perception towards the general scheme of the 
novel. First, it serves as an index that spurs the reader's interest in the 
coming parts of the noveL. The most attractive factor of the musir in Laocan's 
perception is the beauty that transcends the audience's expectations. It comes 
after the listener has already concluded that the performer has reach the apex 
of harmony and exhausted the mystery of the sound. In the cornmentary 
attached to the serial installment of this chapter, Líu E explicitly makes an 
analogy between the exceIlence of Bainiu's music and that of his novel, setting 
afoot an expectation in the reader's mind of the rest parts of the novel coming 
after what has already been good in the Irrst two chapters. The second 
stimulant is the appreciation of the native culture. This is one of the reasons 
for the hero's patriotismo The passion for the Chinese culture is a consistent 
emotion the narrator intends to bring forth through the travels of Laocan.82 
Laocan's intoxication with the harmony between the human heart and the 
music played by those simple instruments, his craving for the ancient editions 
of the classics, his admiration for the indigenous creativity exhibited in the 
local products such as the pearl lamps Shen Ziping sees in Yu Gu's home, are 
all pan of the hero' s personality. 83 
82 Líu E himself is a pioneering coIlector of the inscribed oracle bones of the 
Sang period, and has published the Tieyun Canggui iSiiJll8. (Tortoise Shells 
in the Collection of Líu E), that, as Shadick puts it, is "the flrst book of 
reproductions of these inscriptions ever made" (xiv). 
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The descriptions of scenery also have their intonations eontributing to 
the making of the novel. The beauty of the landscape is one of the reasons that 
Laoean travels. It is also one of the reasons for bis love for the land he is 
traveling. The sympathy he feels between human s and nature makes him 
particularly hate the undue intervention of human imposition, even if the 
imposition is eonducted in the name of good will. The beauty of the scenery 
that brings him to the verge of crying on the bank of the Yellow River is a 
vivid contrast to the disaster caused by the flood of the River. The distaste 
results from an effort against the course of nature. To a eertain extent, the 
distaste for human imposition is the reason that in the novel Uu E has 
particularly chosen the so-called genius (caí zi::t-" and upright officials 
(qing guan ?l-if ) as targets. Corruption is a major crime. However, the 
damage eorrupt officials bring to the nation is not as crucial as the damage 
83 Liu E even uses the allegory of a lamp to indicate that given the 
circumstanee the Chinese philosophy he believes in could be the mast 
enlightening doctrine in the world. Uu E was a pupil of Li Guangxi 
~7éaJf and both of them belonged to the school by the name of Taigu :t * 
(the given name of its founder Zhou Taigu ~:i: 4:t- ). This is a school that 
advocates the importance of action. Taigu::t:* is also the name of a county in 
Sanxi Province. In the novel, the narrator describes a lamp by the name of 
taigu ±4:t- lamp (because it was invented and produced in the country of 
Taigu ::t:*). Then, he says, "the lamps made in this county are of good style 
and produce ample heat and plenty of light. They are the best in the whale 
world. It is a pity tbat this lamp was invented in China. If it were invented in 
any country in Europe or America, the inventor of the lamp would be praised 
in all the newspapers and the government would grant him a patent" (139). 
This is an allegory. In other words, what Liu E is saying here is that if the 
philosophy he is practicing had not been silenced in the environment in 
China, its significance wauld have been acknowledged with the same kind of 
enthusiasm his contemporaries has been showing in pursuit of Western 
philosophies. 
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caused by the officials who have vioIated the Iaw of nature in the name of 
righteousness. The scattered descriptions of scenery expose this shen 1$ 
(essence or spirit) to readers by distracting their attention from the pIot line 
of the story. 
In the Chinese tradition of reading a novel, the integrity of the hero's 
personality is more expected than the plotted logic of tbe sub-stories. More 
often than not, actions are arranged to reveal the characters' personalities 
instead of showing the sequence of the actions. Tbe connections among sub-
stories largely depend on the revelation of the character's personality. 
Without this center, some stories induded in the novel are simpIy irrelevant to 
one another. In many novels, partly due to the lack of the continuity of 
actions, characters' personalities are rarely developed but gradually revealed. 
In The Travels, as observed aboye, what makes it a novel rather than travel 
book is the hero's personal involvement. In the novel, there are three types 
of Laocan's involvement: his emotional reaction to the stories told, his 
personal participation in the amon, and bis absence while Shen Ziping, Yu Gu 
and Mr. Yellow Dragon are discussing metaphysics, ethics, politics and arts on 
Peach Blossom Mountain. The interrelationsbip among these three types of 
the hero's personal involvement engenders an irony. This irony can hardly 
be captured by a lyrical work. Let us foeus on the detective story of the last 
two chapters to see how it works. 
In a discussion of the episode narrated in the last chapters of the novel, 
C. T. Hsia observes that tbese two well-pIotted chapters are the weakest point of 
The Travels. He gives us two reasons. First, although detective fictions were 
fashionable at tbe time when Uu E was writing tbe novel, a detective story is 
incongruous in the forro of a joumal that is "so ably maintained in the earlier 
chapters." Secondly, the detective story also damages the novel by the 
triviality of its significance: "the crime it uncovers is of a domes tic and private 
character and has nothing to do with the theme of official injustice" (44). 
Hsia's observations are rather sharp. However, as we have already shown, Uu 
E's principIe of composing the novel is to rely on the interaction of rather 
diverse parts in order to obtain the shen 1$ (essence or spmt). In this light, 
the contrast of these two chapters to other parts of the novel and their 
triviality actually has a positive rather than negative impact on the whole 
effect of the novel. Theyare meant to engender an irony. 
The detective story is a happy ending to the novel. This is a way to 
satisfy the reader's demand for entertainment. However, the problem solved 
by Laocan in his role of a detective, as Hsia points out, is merely re1ated to the 
skirmish between two families. It is not the confrontation between the 
tyrannical use of power by the se1f-righted officials and the victim family as 
seen in previous chapters, which is the so urce of a deep sorrow. However, if 
we look into the happy ending in light of the contrast between the deep 
sorrow exhibited in the previous parts and the happiness carried by the 
ending, it is not difficult to conceive that this ending actually arouses doubt 
about the justification of happiness and thereby deconstructs itself. In other 
words, the structure of the novel makes this ending a self-deconstructing link 
in the work. It prompts the reader to circ1e back to the depth of the sorrow 
that is in contrast with the triviality of the happiness. The ending provides 
readers with an outlet to re1ease partially their anger about the injustice, even 
though it has been done only through the punishment of a trivial member of 
its representatives. It also functions as a springboard from which readers may 
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jump back to the theme established in the previous parts. No matter whether 
or not readers are willing to go baek to the previous stories, the effect caused 
by the eontrast is always lurking in their minds. In the philosophy elucidated 
in the Yi Jing Jj¡*~ (Book of Changes), the path of development always 
appears in a spiral rather than linear formo 
Another ironie implicatíon originating from the triviaLity of the 
detective story is the sense of hopelessness. Laoean, the hero of the novel, is a 
man of wisdom, knowledge, honesty, eonscienee, independenee and chivaLry. 
However, from what we have learned about his feelings toward the people in 
the stories he heard and his personal involvement in the aetions, there is 
apparently a conceivable discrepancy between what he thinks should be done 
and what he is actuaLIy able to do. In rus mind, to leam things from the West 
and to remove the self-righteous offidals who are abusing their power are 
crucial steps to rejuvenate Chinese civilization. Nevertheless, what he himseLf 
is able to do is only to play the role of a detective who can oniy solve trivial 
probLems under the supervision of a friendLy officiaL. The bedrock of the 
system that is the reason for the problems has yet been touched. In this sense, 
trus ending is not an artistic flaw, but a artistic device. It is an irony that 
steers the reader's attention back to the flaw in the society which Laocan has 
aLready exposed and tries to offer his own prescription in the previous 
chapters. This is also part of the reason that liu E calls this novel a "cry." It is 
not onLy a cry of sorrow, but aLso a cry of hopelessness. 
Laocan's personal involvement with the actions is also in contrast with 
his absence from the scene in which Yu Gu and Mr. YeUow Dragon discuss 
philosophy and the future of the nation with Shen Ziping. The description of 
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this episode is also an aberration of the normative fonn of the genre of 
joumal, as the traveler yields his leading role to another character. Yu Gu and 
Mr. Yellow Dragon utter their opinions on many issues. induding the the 
henneneutics of Confucian classics, the predication of the nation's future, the 
revolutionaries in the South and the Boxer Rebellion in the North, the 
relationships between Confucianism, Taoism and Buddhism and their polítiCal 
implications. and the future of Chinese civilization which they believe wilI 
flourish again after its integration with Western culture. It is commonly 
agreed that these opinions are representative of Uu E's own thoughts. C. T. 
Hsia maintains that Laocan and Mr. Yellow Dragon each represents a part of 
Uu E's personality. The reason that Laocan has to be absent from the scene 
where Mr. YeUow Dragon is present is that "he [the author] did not want a 
confrontation of the two aspects of his self that are in unreconciled conflict" 
(53). This is certainly an interesting observation. However, if we do not see 
the novel as a manifestation of the author's personality, but as an object of 
contemplation, it would be reasonable to say that the ending of the novel is 
also a critique on Mr. Yellow Dragon's behavior. Mr. Dragon acts like a Taoist 
who indulges himself among the mountains and the water, and does nothing to 
improve people's Uves and the nation's future, beUeving that everything 
would eventually come out alright under the law of nature. In contrast, 
although what Laocan has done is somewhat insignificant, at least he is trying 
to do something to better other people's lives. In contrast with the grandeur of 
the theories elucidated in the situation where Laocan is absent, the triviality of 
Laocan's accomplishment actualIy lays a course for the reader to go back to 
what Uu E says in the commentary on the very first chapter: the novel is a 
modest effort to shake the stringed bell to awake the people from their 
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ignorance. It is, after all, an effort but not a manifestation of speculation. 
[n the history of Chinese arts, compositions of artistic creations are 
particularIy in the grip of the principIes elucidated in Taoist doctrines. 
According to Taoist philosophy, for instance, non-being is a form of being and 
silence is a form of expression. Based on these prindpIes, it is not hard to 
understand that in the composition of a novel, the form of fragmentarity is a 
way to achieve the effect of unification. It may not be a unification of formal 
s tructure, but it is certainly a unification that can convey the sben 1$ 
(essence or spirit). 
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Epilogue 
Stories are part of life. A story is not mere1y a forro of representation, 
but also a form of creativity that transcends the limits set up by the gap 
between a observing subject and a observed object. Stories are an extension 
onto human experience. The impulse to tell a story is always parallel to the 
lack of rational power to explain the content of the story. "A story is only an 
outlet for frustrated aspirations," Persian writer Sadgh Hedayat remarks in 
The Blind Owl, "for aspirations which the story-teller conceives in accordance 
with a limited stock of spiritual resources inherited from previous 
generations" (67). A person who tells a story is haunted by the urge to give an 
explanation to things that are plain in trivial details but complicated in 
explanations. Great storytellers always precede great philosophers. A story 
brings many centers and interests into a fold. It possesses more power than 
any form of rational thinking in maintaining the acuteness of sensibility. To 
tell a story is not an attempt to stay away from sophisticated thinking. Instead, 
it is an exhibition of the intelligence that not on1y teaches people the ability to 
comprehend the world in a unique way, but also allows them to integrate their 
understanding of the world into the created version of the world. Narrative's 
advantage over other literary genres does not merely He in its possible longer 
length. To say things in the forro of story is more a matter of quality than 
quantity. 
The force that holds the story together is too integral to be undone by 
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rationality or historical actuality. The interpretation of a story is a rnuch-
contested terrain. One can hardly state the full meaning of tbe seemingly 
causal sequences of events in a story by any other mean s of communication. 
After we have learned tbe way in which a story present the world, the world 
never appears the same. It becomes much more meaningful. Vladimir 
Nabokov informs us that the art of writing is the art of seeing the world as the 
potentiality of fiction, because the real writer "has no given values at his 
disposal" (Lectures on Literature 2). What allows tbe world to flicker and to 
fuse is the faculty of imagination. Imagination is the source of meaning; and 
text is an actualization of imagination. The modet of narrative is a ready mode 
for transfonning an impulse to tell a story into a texto The logic narrative 
practices is not entirely inteUigible to the mind tbat works with judgmental 
anaIysis, rational equations, and pros and cons. In this sense, narrative's 
existence entails a denial. It defies the attempt to formulate certain 
methodologies equally valid to scientific and narratological researches. 1 see 
the eIements presented in this thesis as "essentials" ratber than "rules" of 
narrative. Instead of abstracting sorne general formuIations to which every 
narrative can attest, 1 rather Iocate sorne central points to outline the pattern 
with which narratives work their way deep into our minds. 
The universality of storytelling attests to its ineluctability. The stories 
of The Bible and of sorne Buddhist sutras are quite informative examples. How 
can these simple stones permanently possess such magic power? Is it possible 
that the ultimate truth of spirituality can only be uttered in narrative form, 
whether it be in the West or in the East? There is a congruity in the nature of 
narratives across the cultural boundaries that urges us to widen the scope of 
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research. The defense of the universality of narrative is in no way a defense 
of the universality of certain narrative patterns occurring in a particular 
literature. Narrative finds form and meaning in our experience, but 
estabLishes itself differently in different cultures. What grows from the 
comparison of two unlike appearances is the realization that in order to seize a 
Likeness in understanding the nature of narrative, one needs to form a 
methodology different from traditional literary analyses. There have been 
some recent efforts to search for the rationale of the study of narrative per se. 
For instance, in Universal Grammar and Narrative Fonn (1995), David Herman 
proposes that since narrative is a "supralinguistic construct wider in scope 
than (the grarnmar of) any particular language," and since narrative 
discourse "mediates between the structures of language and the structures of 
the world," there should be a grammar of narrative universally applicable to 
all narrative fo rms , no matter what language they are \\-rttten in (30-31). This 
is, obviously, a structural analysis, and structural analysis of texts is certainly 
a way to differentiate a literary genre from others. However, we know enough 
to question the validity of seeing textual structure as the sole so urce of the 
information a narrative can offer. In this dissertation I have tried to locate 
those elements which, both in the West and in the East, do not solely belong to 
narrative texts but nevertheless are essential for a text to function as a 
narrative. I call these elements the "essentials" of narrative. As the title 
indicates, this dissertation is also intended to be a synthesis. 1 use the terro 
"synthesis" for two of its connotations. It indicates the intent to search for 
coherence by putting separate narrative experiences together; it also reminds 
readers that the postulates presented here are just as artificial and tentative as 
any chemical compound, waiting to be replaced by more sophisticated ones. 
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1 believe that narrative is a discursive mode but is not itself a discourse. 
A narrative is composed by an author but is not simply the author's utterance. 
Through the medium of the narrator, a narrative sustains divergent voices and 
operates on the reader or listener's mind at a level conceptually higher than a 
directly-uttered discourse. A detached narrativizing voice is the essence of 
narrative. When he talks about his own experience in storytelling in his early 
twenties, Stephen Greenblatt describes this voice. He calls it a "compulsive and 
detached narrativizing voice." Story was the proper form for expressing what 
he was trying to say, but he himself could not be a proper narrator of the 
story. He says that he always felt the need to narrate his being in a voice 
other than his own. There was an unpleasantly ironic "he" that refused to let 
h.im see his own tife entirely in the eye of the personal pronoun "1. n The 
narrative impulse foreed him to understand the uncanny othemess of his own 
voice, make it comprehensible, "and bring it under rational control by trying 
to understand the way in which all voices come to be woven out of strands of 
alíen experience" (5). Writers need a detached narrator even in telling their 
personal experiences. Although precisely why this is so is not beyond all 
conjecture, as Greenblatt and others have testified, it is a necessity for a 
narrative. Moreover, in interpreting a narrative that describes the events 
from the author's direct experience, identifying the narrator with the author 
will only hold back the artistic effect and the cognitive dimension a narrative 
supposedly creates by playing on the distance between the author and the 
narrator. A narrative is a verbal expression in which the author 
communicates with readers through a created narrator. To deny the distance 
between the author and the narrator is to ignore the potential a narrative may 
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have both in telling the story and in the way of telling the story. 
Creating the distance between the author and the narrator is crucial in 
turning a writer from a poet into a novelist. Writing a narrative is not merely 
using associative language to depict situations that represent human 
experiences and render them believable. It is, flfst of all, to create a "zone" (to 
borrow a term from Bakhtin) in which the author offers his or her 
understanding of the depicted situations in the way that readers can share it 
by acting as its counterpart. Between the author and the reader, the narrator 
functions as a negotiator. The rich experience an author can draw upon and 
the complexity of mind an author possesses are certainly prerequisites to 
intellectual and aesthetic accomplishments. However, they do not necessarily 
guarantee the profundity of a narrative the reader can conceive, There are 
sorne common1y acknowledged strategic and technical merits in narrative 
writing, such as an intricate but orderly structure, details of characterization, 
and imagery, symbolism and allusions. Besides these elements, there is a more 
profound reason for the success of a narrative. It is the way of positioning a 
narrator in the right place and granting him or her the power to perceive and 
sustain a subtlety. This subtlety may pave a new way for the reader to reach 
the phllosophical and psychological cornplexity. Paul Ricoeur maintains, "the 
narrative theses reply to a diversifying and hierarchizing of the explanatory 
models with a comparable diversifying and hierarchizing of the explanatory 
resources of narrative" (Time and Narrative 1:179). The richness of these 
resources partially if not entirely lies in the detachment of the narrator from 
the author. One thing that makes narratology (in its general sense) different 
from poetics (in its narrow sense) is that it grants the narrator a position 
independent from that of both the aUthor and the reader. This independence 
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is the base of the model that accommodates the need for diversification. To 
establish a narrator is to acknowledge a unique perspective. Ir is from this 
perspective that the narrator relates the story and the reader gains insight or 
wisdom to look into the narrated world. 
Two issues are brought up immediately by the shift of the center from 
the author to the narrator: language and textualization. Both of these are 
related to the question prompted by the distance from the author: the 
autonomy of the narrative texto Whether language is able to signify the 
signified is certainIy a question narrative study has to deal with. But, more 
urgently, concerning the issue of language narrative study also has to deal 
with the questions of how narrative as a special forro enables language to 
carry out its function as a vehicle of human communication, and how 
language as the medium both enhances and restrains the narrative impulse 
through its formation. Language is not merely a means to signify the 
signified objects for cornmunication. It is not merely a system of signs. 
Language is also a repertoire that stores people's reactions to the signified 
objects and their agreements on correspondences between the visible signs 
and invisible feelings and things. There are rules that govern the 
arrangement of the signs, which are the studying object of linguistics; there 
are also patterns that explain the correspondences between signs and things, 
which are the studying object of semantics. Related to language, narrative 
study focuses on the questions of why the development of language virtually 
leads to the birth of narrative, and what is the relationship between language 
in general and narrative as a special expression of language. My conclusion 
is: on the one hand, the forro of narrative allows a greater latitude for the 
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elements of language in actualizing their potential dynamics. On the other 
hand, language as an institution engages every narrative impulse into the 
intellectual stratum of a given circumstance, granting a broader way for both 
the author and the reader to reach each other. The latter part of this 
relationship Ieads us directIy to tbe issue of textualization. 
To textualize is to transform a narrative impulse into a texto A narrative 
is a Ianguage entity written in a particular type of formo Botb language and 
the generic form connect it to a larger worLd. To textualize is also to link a 
narrative to the extant world built within the accumulated texts. Writers 
always respond to the literary figures, allusions and themes that are already 
there when they start to write. Even if writers themselves do not realize the 
connections, readers will trace and the critics will reveal these connections 
anyway. Interpretations of a narrative do not necessarily meet the author's 
expectations, as between the author and the reader there is always a world of 
texts of which a particular author's work is an integral parto My discussion of 
narrative is based on the assumption that there is a world of texts which 
cannot be simplistically dermed either by the concept of subjective or by that 
of objective. 
The world of texts is a world in which human beings manage to 
maintain mental experiences in physical fonns. It is incidental whether a text 
is composed in a language originated in alphabet or pictograph, or whether it 
is recorded in a storyteller's mind (such as in a primitive tribe), on bones, 
rocks, me tal s , silk and paper, or in computer. However, it is universal that 
texts emerge as a means to exceed the limits of the human body in expressing 
inner experience; and it is intrinsic that there are certain patteros (genres) 
in which texts are composed. Emory Elliott observes that "narrative--
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storytelling-which forms an essential element of the 'novel,' began in every 
corner of the world at a very early point in the development of civilizations" 
(ix-x). To compose a story is to transform one's experience into a text; to 
compase a text in the genre (pattero) of narrative is the only way ane can 
translate this particular type of experience into a physical formo The fact 
rnentioned by Elliatt implies that there must be sorne reason for the form of 
storytelling and for its omnipresent occurrence. This dissertation is an 
attempt to contribute an explanatíon. Storytellers are so absorbed by the 
pattems they adopt in telling stories that the praxis of storytelling frees itself 
from the limits of storytellers' personal lives and instead takes on the logic 
which govems the world of texts. In order to explain the nature of narrative, 
"text" and "genre" are apparentIy two concepts one has to deal with. This is 
why 1 have concentrated on these two concepts in the first chapter while 
discussing the nature of narratíve, and devoted a whole chapter to the 
discussion of genre. 
The word "text" in its Latin form textus means something woven, a 
tissue, version, style. In Chinese the counterpart word wenzhang:X:!l has 
the same meaning. These two characters both means texture, pattern of tissue, 
and decorative or rhetorical style, whlle the first character wen :::x: also 
means "words" and the second zhang • "a piece of composition. n A 
continuous piece of writing has its textual c1osure; yet the textual closure is 
also a way to connect this particular píece of writing to other writings. On the 
one hand, the form (pattern) of the writing endows the text with a certain 
rneaning by its relations to forms of the same kind. Dn the other hand, the 
strands woven in the text, such as polítical concerns, psychological anxiety. 
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ernotional depth, and philosophical thought, are somehow entangled with the 
strands of other texts. 1 don't want to overstate this connection and to claim 
that being a text gives us a reason to disregard the author and reader of a 
narrative entireLy; but, for the reasons mentioned here, being a text does give 
a narrative a certain autonomy apart from the author and the reader. 
To say something in the form of narrative is a fact thar speaks for itself. 
In Jane Hamilton's novel A Map of the World, Howard speculates about the 
difference between narrative and science. He thinks that in pre-Socratic 
times, the flrst scientists "figured out that if they were going to understand 
anything they would have to discard narrative in favor of empírical methods." 
In rus opinion, "the Creation myths explained, after a fashion, who and why, 
but science would teH how and what" (173). This opinion may not be an 
accurate definition of the difference between narrative and science, but it 
reveals a truth about the necessity of genre. The correspondence between 
what is said and how to say it in a text is the essence of the concept of genre. 
Genre is the structure of as well as the gate to the world of texts. It is the tacit 
agreement between form and content, and provides both the author and the 
reader with a key to get into and out of the world of texts. In order to tap the 
power of a narrative, one has to be conversant with the generic features of 
narrative, even though different cultures most likely have diverse notions of 
certain generic features of narrative. The knowledge of genre is the insight, 
only through which is the reader abLe to read into a texto 
Understanding the nature of narrative confers power over the 
interpretation of a narrative. Words refiect reality; the lexicon of language 
bears the imprint of a culture. However, narrative as the acquired form 
enhances these two functions to a level where both the theory of 
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representation and linguistics are no longer sufficient. The study of 
narrative, it seems to me, is meant to lay hold of a theory on which more light 
may dawn on the interpretations of narratives. This is what this dissenation is 
about. I began being fascinated by literature when I was a teenager and 
forced to Uve alone in a small village where 1 could read oniy after a long day 
labor and under the light of an oil lamp. For rne literature is a gold mine. 
However, it is a mine that oniy opens itself up to the person who is equipped 
with adequate tools. Uterary studies should provide readers with such tools. 
Comparisons of different literatures are particularly helpful in this respecta 
"Studies of this kind," Erich Auerbach wisely observes, "do not deal with laws 
hut with trends and tendencies, which cross and complement one another in 
the most varied ways" (556). What 1 have presented in this dissertation is 
based on my experiences in reading narratives in different cultures. 1 hope 
the focus of comparison has indeed illustrated sorne elements essential ro our 
understanding of narrative as a genre, whether the particular work is entitled 
Don Ouixote or Dream of the Red Chamber. 
308 
Bibliography 
Abrams, Meyer H. A Glossary of literary Terms. 4th ed. New York: Holt, 1981. 
Anonyrnous. "Review in the Critic December 1881:333." Henry lames. Critica! 
Assessments. Ed. Graham. Clarke. Vol. 2: The Critical Response: Reviews 
and Early Essays. 3 vols. Near Robertsbridge (England): Helm 
Information, 1991. 120-121. 
Amold, Mathew. Culture and Amarchy. Cambridge: Cambridge UP, 1969. 
Auerbach, Erich. Mimesis. The Representation of Reality in Western 
Uterature. Trans. Willard R. Trask. Princeton: Princeton UP, 1953. 
Austin, J. L. "Performative Utterances." Philosophical Papers. Ed. J. O. 
Urmson and G.]. Warnock. 2nd ed. Oxford: Oxford UP, 1970. 233-52. 
Bakhtin, Mikhail. The Dialogic Imagination. Four Essays. University of Texas 
Press Slavic Series, No. 1. Trans. Caryl Emerson and Michael Holquist. 
Austin: U of Texas P, 1981. 
Problems of Dostoevsky's Poetics. Theory and History of Uterature, Vol. 8. 
Trans. Caryl Emerson. Minneapolis: U of Minnesota P, 1984. 
. Speech Genres and Qther Late Essays. University of Texas Press Slavic 
Series, No. 8. Trans. Vero W. McGee. Austin: U of Texas P, 1986. 
. Art and Answerability. Early Philosophical Essays. University of Texas 
Press Slavic Series, No. 9. Trans. Vadim Liapunov. Austin: U of Texas P, 
1990. 
Balmuth, Miriam. The Roots of Phonics. A Historical Introduction. New York: 
McGraw-Hill, 1982. 
309 
Ban Gu !film. Qian Hanshu m¡~.. Wenyuanke Sikuquanshu 
:X:~Mu:g.~. (The Complete Collection in the Imperial Library in 
Wenyuan Pavilion). Ed. Ji Yun *28~ et al.. The Facsimile Edition. 1500 
vols. Taipei: Shangwu yinshuguan, 1883-1986. Vol. 249. 
Barthes, Roland. S/Z. An Essay. Trans. Richard Miller. New York: Hill 
and Wang, 1974. 
Basler, Roy, P. "The lnterpretation of 'Ligeia" (College English 5 [1944], 363-
72). Critics on Poe. Ed. David B. Kesterson. Readings in Literary 
criticisrn 22. Coral Gables: U of Miami P, 1973. 
Beach, Joseph Warren. The Method of Henry James. Philadelphia: Albert 
Saifer, 954. 
BeLflore, Elizabeth S. Tragic Pleasures. Aristotle on Plot and Ernotion. 
Princeton: Princeton UP, 1992. 
Benjamín, Walter. Illuminations. Trans. Harry Zohn. New York: Schocken, 
1969. 
Berman, Ruth A. and Dan Isaac Slobin. Relating Events in Nrrative: A 
Crosslinguistic Developmental Study. Hillsadle: Lawrence Erlbaum, 
1994. 
Bishop, John L. "Sorne Limitations of Chinese Fiction." Studies in Chinese 
Literature. Ed. John L Bishop. Harvard-Yenching Institute Studies XXI. 
Cambridge: Harvard UP, 1965. 237-245. 
Bolton, W. F. "Language: An Introduction." Language. Introductory Readings. 
Ed. Virginia P. Clark Paul A. Eschholz and Alfred F. Rosa. 4th ed. New 
York: Sto Martin's, 1985. 3-17. 
Booth, Wayne C. The Rhetoric of Fiction. 2nd ed. Chicago: U of Chicago P, 
310 
1983. 
Brooke-Rose, Christine. A Rhetoric of the Unreal. Studies in Narrative and 
Structure. Expecially of the Fantastic. Cambridge: Cambridge UP, 1981. 
Brooks, Peter. Reading for the Plot. Design and lntention in Narrative. New 
York: Knopf, 1984. 
Burke, Kenneth. Attitudes toward HistOly. Los Altos, CA: Hermes, 1959. 
Caí Zhongxiang ~iI~. "Mao Zonggang ~~~." Chinese Encyclopedia: 
Chinese Literature. 2 vols. Beijing: Chinese Encycolopedia Publishing 
House, 1986. 1: 519-20. 
Cao Xueqin !f:1f: , and Gao E iWi~. Honglou Mengtttt. Dream of the Red 
Chamber. The Readings in Chinese Classic Literature. Beijing: Renmin 
wenxue chubanshe, 1992. 
Caserio, Robert 1. Plot. Story. and the Novel. Princeton: Princeton UP, 1979. 
Cervantes, Miguel de. Don Ouixote de la Mancha. The World's Classics. Trans. 
Trans. Charles Jarvis. Ed. and Introd. E. C. Riley. Oxford: Ox:ford UP, 1992. 
Chai, Leon. The Romantic Foundations of the American Renaissance. Ithaca: 
Comell UP, 1987. 
Chase, Richard. "The Lesson of the Master." Perspectives on Iames's The 
Portrait of a Lady A ColIection of Critica! Essays. Ed. Ed. and Introd. Willam T. 
Stafford. New York: New York UP, 1967. 
Chen, Shou ~*a. Sanguo Zi =1i!iJ$ (The Historv of the Three Kingdoms>. 
Vol. 3 of 5 vols. Beijing: zhonghua shuju, 1959. 
Chomsky, Noam. Essays on Form and Interpretation. Studies in Linguistic 
Analysis. New York: North-Holland, 1977. 
Colle, Rosalle 1. The Resources of Kind. Genre-Theory in the Renaissance. 
Berkeley: U of California P, 1973. 
311 
Confucius, -Rt-=f-. Lunyu Sia! (Analeets). Huangkan Shoupi Baiwen 
Shisajing .1m~*tá:5(-r=*~ (Texts of the Thirteen Classics with 
the Punetuation and Collation by Huang Kan). Shanghai: Shanghai guji 
ehubanshe, 1983. 
Conrad, Joseph. "Essays on Divers Books and Authors." Ioseph Conrad on 
Fietion. Ed. Walter F. Wright. Regents Crities Series. Lineoln: U of 
Nebraska P, 1964. 47-113. 
Cowley, Maleolm. The Faulkner-Cowley File: Letters and Memones .. 1944-1962. 
New York: Viking, 1966. 
Cross, Mary. Henry James. The Contingendes of Style. New York: Sto Martin's. 
1993. 
Culler, Jonathan. "The Modern Lyrie: Generie Continuity and Critical 
Praetiee." The Comparative Perspeetive on Literature. Approaches to 
Theory and Practice. Ed. Eds. and introd. Clayton Koelb and Susan 
Noakes. Ithaca: Comell UP, 1988. 284-99. 
Daniels, Harvey A. "Nine Ideas About Language." Language. Introductory 
Readings. Ed. Virginia P. Clark Paul A. Eschholz and Alfred F. Rosa. 4th 
ed. NewYork: St. Martin's, 1985. 18-36. 
Dayan, loan. Fables of Mind. An Inquiry into Poe's Fiction. New York: Oxford 
UP,1987. 
Derrida, Jacques. Of Grammatology. Trans. Gayatri Chakravorty Spivak. 
Baltimore: Johns Hopkins UP. 1974 . 
. ""La Loi du Genre/The I.aw of Genre"." GLYPH 7(1980): 176-232. 
Dipple, Elizabeth. Plot. The Critical Idiom 12. London: Methuen. 1970. 
Dixon, Robert M. W. A New Approach to English Grarnmar, on Semantic 
312 
PrincipIes. Oxford: Clarendon, 1991. 
Dolezelova-Velingerova, Milena. uTypology of Plot Structures in Late Qj.ng 
Novels. " The Chinese Novel at the Turn of the CentuIy. Ed. Milena 
Dolezelova-Velingerova. Toronto: U ofToronto P, 1980. 38-56. 
Dubrow, Heather. Genre. The Critica! Idiom 42. London: Methuen, 1982. 
Duling Nanzi, *±I3.l~':¡:'. "Preface to Tu Shen .~. (1744-1801)'s Tan Shi d5t: 
(Stories of the Bookworm}." Zhongguo Lidai Xiaoshuo Lunzhu Xuan 
*1i'laJ!¡H~,J'~iiii'ltl.ii (Selected Works on the Chinese Fictionl. Ed. 
Huang Un •• and Han Tongwen .. ~::x:. 2 vols. Nanchang: Jiangxi 
renmin chubanshe, 1990. 1: 526-53l. 
Eco, Umberto with Richard Rorty, Jonathan Culler, and Shristine Brooke-Rose. 
Interpretation and Overinterpretation. Cambridge: Cambridge UP, 1992. 
Elliott, Emory, Introduction. The Columbia History of the American Novel. Ed. 
Emory Elliott. New York: CoLumbia UP. 1991. ix-xvili. 
Eoyang, Eugene. uThe Irnmediate Audience: Oral Narration in Chinese Fiction." 
Critical Essays on Chinese Literature. Ed. Jr. William H. Nienhauser. 
Hong Kong: The Chinese University of Hong Kong, 1976. 
Fang Xuanling u.r~~ . Jin Shu ... (A History of the lin Dynastyl. Vol. 4 
of 5 vols. Beijing: Zhong hua shu ju, 1974. 
Faulkner, William. Absalom. Absalom! The corrected text ed. New York: 
Vintage, 1990. 
Fischer, OIga. "Syntax." The Cambridge History of the English Language Vol. 
II 1066-1476. Ed. Norman Blake. Cabridge: Cambridge UP, 1992. 207-408. 
Fish, StanLey. Is There a Text in This Class. The Authority of Interpretive 
Comrnunities. Cambridge: Harvard UP, 1980. 
Doing What Comes Naturally. Change, Rhetoric. and the Practice of Theory 
313 
in Literary and Legal Studies. Durham: Duke UP, 1989. 
Forster, Edward Morgan. Aspects of the Novel. New York: Harcourt, 1954. 
Foucault, Michel. The Order of Things. An Archaeology of the Human Sciences. 
World of Man. Trans. A transIation of Les Mots et les choses. New York: 
Vintage, 1970 . 
. "What Is an Author." The Foucault Reader. Ed. Paul Rabinow. New York: 
Pantheon, 1984. 
Fowler, Alastair. Kinds of Uterature. An Introduction to the Theory of Genres 
and Modes. Cambridge: Harvard UF, 1982. 
Fried.man, Alan. The Tum of the Novel. New York: Oxford UP, 1966. 
Frye, Northrop. Anatomy of Criticismo Four Essays. Princeton: Princeton UP, 
1957. 
GabIer, Neal. Winchell. Gossip, Power and the Culture of CeIebrity. New York: 
Knopf, 1994. 
Gale, Robert L. PIots and Characters in the Fiction and Poetrv of Edgar Allan 
Poe. Hamden: Archon, 1970. 
Gan Bao .:p.1f. Shoushenji :J:lW¡C (Notes on ExpIoring the Supernatural)." 
Wenyuanke Sikuquanshu j(~MTlY.~. (The Complete Collection 
in the Imperial Library in Wenyuan Pavilion). Ed. Ji Yun *28~ et al .. 
The Facsimile Edition. 1500 vols. Taipei: Shangwu yinshuguan, 1983-
1986. 1042: 365-468. 
Gass, William H. Fíction and the Figures of Life. New York: Alfred, 1970. 
Gass, William H. "lnterview." Anything Can Happen. Interviews with 
Contemporary American Novelists. Ed. Tom LeClair and Lary McCaffery. 
Urbana: U of illinois P, 1983. 152-175. 
31-l-
-. Habitations of the Word. Essays. New York: Simon, 1985. 
Ge Hong .. ~. Shenxian Zhuan lIafw1lJ (Biographies of Gods and Irnmortals>. 
Wenyuanke Sikuquanshu J<:$IMmlJ!l~. (The Complete Collection 
in the Imperial Ubraty in Wenyuan Pavilion). Ed. Ji Yun ~8SJ et al .. 
The Facsimile Edition. 1500 vols. Taipei: Shangwu yinshuguan. 1983-
1986.1059: 253-31l. 
Genette, Gerard. Narrative Discourse. An Essay in Method. Trans. Jane E. 
Lewin. Fwd. Jonathan Culler. Ithaca: Comell UP, 1980. 
Gerald, Langford. Faulkner's Revision of Absalom. Absalom!. A Collation of the 
Manuscript and the Published Book. Austin: U ofTexas P, 1971. 
Godden, Malcolm R. "Literary Language." The Cambridge History of the 
English Language. Vol. 1 The Beginnings to 1066. Ed. Richard M. Hogg. 
Cambridge: Cambridge UP, 1992. 490-535. 
Graddol, David, Jenny Cheshire and loan Swann. Describing Language. 2nd 
ed. Buckingham: Open UP, 1994. 
Gray, Richard. The Ufe of WilUam Faulkner. A Critica! Biography. Blackwell 
Critical Biographies. Oxford: Blackwell, 1994. 
Greenblatt, Stephen. "Storytelling." Hiding in Plain Sight. Essays in Criticism 
and Autobiography. Ed. and Introd. Wendy Lesser. San Francisco: 
Mercury, 1993. 
Guillen, Claudio. The Challenge of Comparative Literature. Harvard Studies in 
Comparative Ilterature. Trans. Cola Franzen. Cambridge: Harvard UP, 
1993. 
Guo Pu ,~~ (Annotated). Sbanhai Jing ÚJ~!U~ (The Book of Mountains and 
Seas). Wenyuanke Sikuquansbu ),<:~Mlnl"~. (The Complete 
Collection in the Imperial Library in Wenvuan Pavilion). Ed. Ji Yun 
315 
~8tr et al.. The Facsimile Edition. 1500 vols. Taipei: Shangwu 
yinshuguan, 1983-1986. 1042: 1-84. 
Habermas, jurgen. Postmetaphysical Thinking: Philosophical Essays. Trans. 
William Mark Hogengarten. Cambridge: MIT Press, 1992. 
Halle, Morris. "The Rules of Language." Language~ Introductory Readings. 
Ed. Virginia P. Clark Paul A. Eschholz and Alfred F. Rosa. 4th ed. New 
York: Sto Martin's, 1985. 236-48. 
Hamilton, jane. A Map of the World. New York: Doubleday, 1994. 
Han Yu ,,:fr. "Another Letter Answering Zhang jí." Hanyu Quanji 
":tir.~. (The Complete Works of Han YU). Taipei: Xinxing shuju,1967. 
256-257. 
Harris, ZelligHa. A Theory of Lanugage and Informatíon. A Mathematical 
Aporoach. Oxford: CJarendon, 1991. 
Hawthorne, Nathaniel. Preface. The House of fue Seven Gables. By Hawthorne. 
Novels. New York: The Library of America, 1983. 351-353. 
Hedayat, Sadegh. The Blind Owl. Trans. D. P. Costello. New York: Grove 
Weidenfeld, 1957. 
Heidegger, Martín. On the Way To Language. Trans. Peter D. Hem. New York: 
Harper,1971. 
Herman, David. Universal Grammar & Narrative Form. Durham: Duke UP, 1995. 
Hemadi, Paul. Beyond Genre. New Direction in Uterary Classification. Ithaca: 
Cornell UP, 1972. 
Hirsch, E. D., Jr. Validity in Interpretation. New Haven: Yale UP, 1967. 
Hodge, Robert. Literature as Discourse. Textual Strategies in English and 
History. Baltimore: Johns Hopkins UP, 1990. 
316 
Holoch, Donald. "Tbe Travels of Laocan: Allegorical Narrative." Tbe Chinese 
Novel at fue Turn of fue Century. Ed. Milena DolezeLova-Velingerova. 
oronto: U ofToronto P, 1980. 127-149. 
Homer. The Odyssey. Trans. Roben Fitzgerald. New York: Vintage, 1990. 
Hong Mai~. "Tangren Huiyan-Lieyan ";"'*15- ~-g (Preface to 
CoUected Discourses in the Tang Dynasty)." Zhongguo Lidai Xiaoshuo 
Lunzhu Xuan 9=t1l3!i!*'J'~~~~ (Selected Works on the Chinese 
FictionL Ed. Huang Lin ... 1: and Han Tongwen o.Ji$J::><:. 2 vols. 
Nanchang: Jiangxi renmin chubanshe ,1990. 1: 64. 
Hsia, C. T. The CLassic Chinese Novel. A Critical Introduction. Companions to 
Asian Studies. New York: Columbia UP, 1968. 
. "The Travels of Lao Ts'an: An Exploration of lts Art and Meaning." Tsing 
Hua {ouma! of Chinese Studies 7.2 (1969): 40-68. 
Hu Shi 'M~. "Laoean Youji Xu ~~~&!r? (Preface to Tbe Travels of 
Laocan)." Hushi Weneun aJJl!I)tfj! (The Remaining Works of Hu ShiL 
Vol. 3 ofTaibei: Yuandong, 1953. 
Hu Sbiyin tüJtV. Huaben Xiaoshuo Gailunf¡S*,J'iN.~ fA Brief 
lntroduction to Huaben Fiction}. VoL. 1 vol. of 2 vols. Beijing: 
Zhonghua shuju, 1980. 
Humboldt, Wilhelm von. On Language. The Diversity of Human Language Age-
Structure and lts Influence on the Menta! Development of Mankind. 
Texts in German philosophy. Trans. Peter Heath. lntro. Hans Aarsle ff. 
Cambridge: Cambridge UP, 1988. 
Hurford, James R. and Brendan Heasley. Semantics: a Course Book. Cambridge: 
Campridge UP, 1983. 
Instituation of Lanaguage, The Academy of Social Science. The Dictionary of 
31, 
Modern Chinese. BeiJing: Commercial (Shangwu yinshuguan), 1981. 
Irwin, Richard G. The Evolution of a Cmnese Novel: Shui-hu Chuan. 
Cambridge: Harvard UP, 1953. 
Jacobus, Mary. "The Difference of View." The Feminist Reader. Essays in 
Gender and the Politics of literary Criticismo Ed. Catherine Belsey and 
Jane Moore. New York: Basil Black.well, 1989. 49-62. 
Jakobson, Roman. Language in Ilterature. Trans. Ed. Krystyna Pomorska and 
Stephen Rudy. Cambridge: Harvard HP, 1987. 
. On Language. Trans. Ed. linda R. Waugh and Monique Monville-8urston. 
Cambridge: Harvard UP, 1990. 
James, William. "Rev. of Henry T. Finck's Romantic Love and Personal 
Beauty." The Nation 45 (1887): 237-38. 
James, Henry. The Notebooks of Henry James. New York: Oxford UF. 1947. 
The Portrait of a Lady. 1963 impression. Boston: Houghton, 1963. 
The Art of Criticismo Henry James on the Theory and the Practice of 
Fiction. Chicago: U of Chicago P, 1986. 
James, J. Y. tiu. Language-Paradox-Poetics. A Chinese Perspective. Princton: 
Princeton UP, 1988. 
Jameson. Fredric. The Polítical Unconsicious. Narrative as a Socially Svmbolic 
Act. Jthaca: Cornell UP, 1981. 
Jauss, Hans Robert. Toward an Aesthetic of Reception. Theory and History of 
Ilterature, vol. 2. Trans. Timoth Bathti. Jntrod. Paul de Man. 
Minneapolis: U of Minnesota P, 1982. 
Jin Shengtan ~~[)I. "Diwucaizisbusbinaiansbuibuzbuan buiping 
~1i::t-=f-.1iffiiifj;j~*-fal1JJ t~ {Commentary on the Chapters of The 
318 
Water Margin)." Zbongguo lidai Xiaoshuo Lunzhu Xuan 
9=tIl3Jj1~J'J,a5taaWlft (Selected Works on the Chinese Fiction). Ed. 
Huang lin ... and Han Tongwen .1EfI:X:. 2 voIs. Nanchang: Jiangxi 
enmin chubanshe, 1990. 1: 297-31l. 
. "Du Diwucaizishu Fa ~.1i4-f-.~ (How to Read The Water Margin)." 
lhongguo lidai Xiaoshuo Lunzhu Xuan ct=rIj3!iIf';J'J'Bi~W;fi (Selected 
Works on the Chinese Fictionl. Ed. Huang lin ... and Han Tongwen 
.[ifJ:::>Z:. 2 vols. Nanchang: Jiangxi enmin chubanshe, 1990 .. 1: 291-296. 
Johnson, Barbara. "Writing." Critical Tenns for Literary Study. Ed. Frank 
Lentricchia and Thomas McLaughlin. 2nd ed. Chicago: U of Chicago P, 
1995. 39-49. 
Juhl, P. D. Interoretation. An Essay in the Philosophy of Ltierary Criticismo 
Princeton: Princeton UP, 1980. 
Knechtges, David R. "Note on the Translation." Wen Xuan. 01'. Selections of 
Bef1ned Ilterature. Comp. Xiao Tong (501-531). Trans. annot. and introd. 
Knechtges. Vol. 1: Rhapsodies on Metropolises and Capitals. Princeton: 
Prlnceton UP, 1982-. 2 voIs. to date. 
Kong Lingching -1L~ijt (ed). lhongguo Xiaoshuo Sbiliao ct=rI!il.l'J,~.st!*4 
(Source Materials 00 Chinese f1ction). Rev. ed. Shanghai: Shanghai 
gudian wenxue chubanshe, 1957. 
Leech, Geoffrey N., and Michael H. Short. Style in Fiction. English Language 
Series. London: Longman, 1981. 
Lewis, David K. Convention. A Philosophical Study. Cambridge: Harvard UP, 
1969. 
Li Fang ~EIO (ed.). Taiping Yulan ±~iI1!t (The Taiping Royal Reference 
Book). Vol. 1 of 4 vols. Beijing: Zhonghua Shuju, 1960. 
R.319 
Taiping Guangji :i:~.ae {Taiping Comprehensíve Compilatíon of 
StoriesL Vol. 10f la vols. Beijing: Zhonghua Shuju, 1961. 
U, Peter. "Narrative Pattern in San-Kuo and Shui-Hu." Chinese Narrative. 
Critica! and Theoretical Essays. Ed. Andrew H. Plaks. Princeton: 
Princeton UP, 1977. 73-84. 
Li Rihua ~8.. "Guangxieshi Xu .r'IIl.5t:ff; (Preface to An Extended 
History of Humor: A Collection of Fables)." Zhongguo Lidai Xiaoshuo 
Lunzhu Xuan 9=f1l3JJ1~I'J'ai~~~ (Selected Works on the Chinese 
Fiction). Ed. Huang Un 1tft and Han Tongwen .. ~::x:. 2 vols. 
Nanchang: Jiangxi renmin chubanshe, 1990. 1: 174-177. 
U Zhi ~ •. "Zhongyi Shuihuzhuan Xu .~ft*m1!l~ (Preface to The Water 
Margin)." Zhongguo Udai Xiaoshuo Lunzhu Xuan 
*1!a./Jl~I'J,,~~W~ (Selected Works on the Chinese Fiction). Ed. 
Huang Un ... ft and Han Tongwen "~::X:. 2 vols. Nanchang: Jiangxi 
rennún chubanshe, 1990. 1: 142-145. 
Liu Xiang ~Ij~ Shuo Yuan ~~ (Garden of Talks). Wenyuanke 
Sikuquansh u :x:~r:tIIDl.~. (The Complete Collectíon in the 
Imperial Ilbrary in Wenvuan Pavilion). Ed. Ji Yuan *C8~ et al .. The 
Facsímile Edition. 1500 vols. Taibei: Shangwu yinshuguan, 1983-1986. 
696: 1-186. 
Uu E (Uu T'ieh-yun) ~Ij';!. The Travels of uo Ts'an. Trans. and Annot. Harold 
Shadick. Ithaca: Comell UP, 1952. 
Laocan Youji Quanbian ~;:¡mac~f¡ (Travels of Laoean. The Complete 
Edition). Taibei: Yiwen shuju. 1972. 
Liu Xie ~Ij~ Wenxin Diaolong Zhu ::>C~~.i!B~ (The Annotated Mind and 
320 
Crafts in Literature). Annot. Fan Wenlan fe::X:. Beijing: Renmin 
wenxue chubanshe, 1978. 
Liu Zhiji ~IJ~tl. Shitong Tongshi ~~~~ (A Theory on Historiography) 
Annot. Pu Qilong m¡~. . Vol. 1 of 2 vols. Shanghai: Shanghai guji 
chubanshe, 1978. 
Liu Yiqing ~Ijft~. Sbishuo Shinyu jianshu tlt~ifJfai~iti CA New Account 
of Tales of the World An Annotated Edition) Annot. Yu Jiaxi ~j¡ii~. 
Beijing: Zhonghua shuju, 1983. 
Lotman, Jurij M. "The Origin of Plot in the Light of Typology." Poetics Todav 
1.1-2 (1979): 161-184. 
Lu Xun. Zhongguo Xiaoshuo Shilue ¡:P1m,J'~~1li (A Brief History of Chinese 
Noven. Luxun Quanji .·m~. (Completed Works of Lu Xun). Vol. 9 
of 20 vols. Beijing: Renmin wenxue chubanshe, 1973. 145-450. 
Lu Ji ~.. Wen Fu )"l:~ (Rhapsody on Literature). Wen Xuan : or, 
Selections of Refined Literature. Ed. annot. and introd. David R. 
Knechtges. Comp. Xiao Tong (501-531). Vol. 1: Rhapsodies on 
Metropolises and Capitals vols. Princeton: Princeton UP, 1982-. 2 vols, to 
date. 
Lu: Buwei :~r;"1 Lu:shi Chunqiu g~~tk (Spring and Autumn Annals of 
Master Lu:). Wenyuanke Sikuquansh u :X:~M1l9.lli:í:1I {The 
Complete Collection in the Imperial Library in Wenyuan Pavilion}. Ed. 
Ji Yun 28~ et al .. 1500 vols. The Facsímile Edition. Taipei: Shang\\'U 
yinshuguan, 1983-1886. 848: 271-504. 
Luo Guanzhong ft .. ¡:P. Three Kingdoms =ooa~ft. 2 vols. Beijin: Renming 
wen.xue chubanshe, 1973. 
321 
Ma Xulun ~tXffii¡. Maxulun Xuexhu Lunwen Ji ~~í~~1fjfiR:)(. 
(Academical Papers bv Ma Xu Lun). Hong Kong: Zhonghua shuju, 1963. 
Mao Zonggong (Mao Tsung-kang) ~~~. "Mao Tsung-kang on Row to Read 
the San-kuo yan-i (The Romance of the Three Kingdoms)." Trans. 
David T. Roy. How to Read the Chinese Novel. Ed. David L. Rolston. 
Princeton: Princeton UP, 1990. 146-195. 
Martín, Wallace. Recent Theories of Narrative. Ithaca: Comell UP, 1986. 
Martines, Lauro. Society and History in English Renaissance Verse. Oxford: 
Basil Blackwell, 1987. 
Martinich, A. P., (ed.). The Philosophy of Language. 2nd ed. New York: Oxford 
UP,1990. 
Matthews, John T. The Play of Faulkner's Language. [thaca: Cornell UP, 1982. 
Meng Yao Jltf~. Zbongguo Xiaosbuo Shi t:p1i!a.fJ,~~.!i! (A History of Chinese 
Novel). Vol. 1 of 4 vols. Taibei: Zhuanji wenxue chubashe, 1969. 
Miller, J. Rillis. " Narrative." Critica! Terms for literary Study. Ed. Frank 
Lentricchia and Thomas McLaughlin. 2nd ed. Chicago: U of Chicago P, 
1995. 66-79. 
Millward, Celia M. A Biography of the English Language. New York: Holt, 
1989. 
Mukaiovsky, Jan. The Word and Verbal Art. Selected Essays by Jan 
Mukaiovsky. Trans. and ed. John Burbank and Peter Steiner. New 
Raven: Yale UP, 1977. 
Nabokov, Vladimir. "On a Book Entitled LoUta." The Annotated Lo lita. Ed. lr. 
AIfred Appel. Revised and Updated Edition. New York: Vintage, 1991. 
311-317. 
Lectures on Literature. Ed. Fredson Bowers. Introd. John Updike. New 
322 
York: Harcourt, 1980. 
Owen, Stephen. Reading in Chinese Literary Thought. Cambridge: Harvard 
UF,1992. 
Peckham. Morse. "Art and Disorder." Esthetics Conternporary. Ed. Richard 
Kostelanetz. Revised ed. Buffalo: Prometheus, 1989. 85-102. 
Phelan. James, and Peter J. Rabinowitz (ed). Understanding Narrative. 
Columbus: Ghio State UP, 1994. 
Plaks, Andrew H. Archetype and AllegOIy in the Dream of fue Red Chamber. 
Princeton: Princeton UF, 1976. 
--- (ed.). Chinese Narrative. Critical and Theoretical Essays. Princeton: 
Princeton UF, 1977. 
The Four MasteIWorks of the Ming Novel. Princeton: Prtnceton UP, 1987. 
Poe, Edgar Allan. The Letters of Edgar Allan Poe. Rev. ed. 2 vols. New York: 
Gordian, 1966. 
The Annotated Tales of Edgar Allan Poe. Garden City: Doubleday, 1981. 
Popper, Karl R. Popper Selections. Princeton: Princeton UF, 1985. 
Powers, Lyall H. "The Portrait of a Lady: 'The Eternal Mystery of Things.''' 
Nineteenth-Century Fiction, XIV, 143-55 (1959) by Powers. Rpt. Henry 
Tames's Major Novels: Essays in Criticismo Ed. and Introd. Powers. East 
Lansing: Michigan State UF, 1973. 73-85. 
Qi, Liaosheng .~~. "Introduction to The Story of the Stone." Zhiyanzhai 
hongloumeng jiping Jfi~~U$i'tI:lI."¡f (Collected Cornmentariess 
on Dream of fue Red Chamber in Zhiyan Study). Ed. Yu Pingbo ~~1a 
The Series of the Studies in Chinese Classical Literature. Shanghai: 
Shanghai wenyi lianhe chubanshe. 1954. 31-32. 
323 
Qu You W1tf. Jiandeng Xinhua JiflffJfl! (New Anecdotes Under the 
Lamplight). Shanghai: Zhong Hua Shu lu, 1962. 
Rabkin, Eric S. "Spatial Form and Plot." Spatial Form in Narrative. Ed. leffrey 
R. Smitten and Ann Daghistany. Ithaca: Coroell UP, 1981. 79-99. 
Ragan, David Paul. Wnliam Faulkner's Absalom. Absalom!: A Critical Studv. 
Studies in Modero Literature, No. 85. Ann Arbor: UMI Research, 1987. 
Rexroth, Kenneth. "The Art of Literature." Encyc10paedia Britannica: 
Macropaedia. 1988 ed. 
Ricoeur, Paul. The Rule of Metaphor. Multi-disciplinary Studies of the 
Creation of Meaning in Language. Trans. Roben Czemy with Kathleen 
McLaughIín and lohn Costello, Sj. Toronto: U of Toranto P, 1975. 
. Time and Narrative. 3 vols of Trans. Keth1een Mc1aughlin and David 
Pellauer. Chicago: U of Chicago P, 1984-1988. 
Riessman, Catherine Kohler. Narrative AnaIysis. Qualitative Research 
Methods, Vol. 30. Newbury Park: Sage. 1993. 
Roberts, Moss. "Afterword: About Three Kingdoms." Three Kingdoms. By Lou 
Guanzhong. Trans. Moss Roberts. Berkeley: U of California P, 1991. 937-
86: 
Rolston, David L., (ed). How to Read the Chinese Novel. Princeton: Princeton 
UP,199O. 
Rorty, Richard. "The Pragmatist's Progress." In Eco's Interpretation and 
Overinterpretation. 
Rosmarin, Adena. The Power of Genre. Minneapolis: U of Minnesota P, 1985. 
Ross, Stephen M. Fiction's Inexhaustible Voice. Speech and Writing in 
Faulkner. Athens: U of Georgia P, 1989. 
Roth, Ph1ip. "Good Bye, Columbus." Seven Contemporary Short Novels. Ed. 
32-+ 
Charles Clerc and Louis Leiter. 3rd ed. Glenview, IL: Seott, 1982. 
Saussy, Haun. The Problem of a Chinese Aesthetie. Stanford: Stanford UP, 
1993. 
Scholes, Robert, and Robert Kellogg. The Nature of Narrative. London: Oxford 
UP,1966. 
Schwartz, Benjamín 1. The World of Thought in Ancient China. Cambridge: 
Belknap of Harvard UF, 1985. 
Shaw, Harry E. "Loose Narrators: Display, Engagement, and the Search for a 
Place in History in Realist Fiction." Narrative 3.2 (1995): 95-116. 
Shen Jiji tt~;.Jf. Renshi Zhuan1r~. ("The Story of Lady Ren"). 
Tangsong Chuanqi Ji .*.~. (A Collection of Strange Stories in 
Tang and Song Dynasties). Ed. Lu Xun ,.,m. In Lunxun Quanji 
.m~. (Complete Works of Lu Xun). 20 vols. Beijing: Renmin 
wenxue chubanshe, 1973. 10: 213-220. 
Shizi F-t Shizi F-t Guiguzi Deng Bazhong ~*.:¡.* /\.11. Zhengbu 
Zhongguo Xueshu Mingzhu 1: 18 ~.9=tim~{i!ij.glf~-~ (18). 
Taipei: Shijie shuju, 1962. 1-49. 
Shuixiang Jushi g.~g.±. Erke Panan Jingqi xu=-~Jm~.~ff; 
(Prefaee to Erke Panan ]ingqi =liIJm~.~ rSlapping the 
Table in Astonishment UJ). Zhongguo Udai Xiaoshuo Lunzhu Xuan 
9=tIi!a.l!l~I'J'~&i~~ (Selected Works on the Chinese Fiction). Ed. 
Huang Un ... ~ and Han Tongwen qtaJ:::x:. 2 vols. Nanehang: Jiangxi 
renmin chubanshe, 1990. 1: 164-165. 
Sima Qian lf.J~~. Shiji ~~c (Records of a Hsitorian). Vol. 100f 10 vols. 
Beijing: Zhonghua shuju, 1959. 
Su Shi fitrf. Dong Po Zhilin .. jJ1¿¡E# (The Miseellaneous Note by Dong Po). 
Tan Jiefu ~~m. Gongsunlongzi Xingming Fawei -0~"-T-ffb.g~fit 
(Exploring the Xngming Logie in GongsunIongzi fWorks by Gongsun 
Long]). Beijing: Kexue chubanshe, 1957. 
Thompson, G. R. Poe's Fiction. Romantie Irony in the Gothie Tales. Madison: U 
of Wisconsin P, 1973. 
Tilley, Allen. Plot Snakes and the Dynamics of Narrative Experience. 
Gaineswille: UP of Florida, 1992. 
Todorov, Tzvetan. Introduetion to Poetics. Theory and History of 
literature,Vol.1. Trans. Richard Howard. Minneapolis: U of Minnesota 
P,1981. 
Genres in Diseourse. Trans. Catherine Portero Cambridge: Cambridge UP, 
1990. 
TooIan, Michael J. The St;ylisties of Píction. London: Routledge, 1990. 
Trollope, Anthony. "An Autobiography (1883)." Novelists on the Novel. Ed. 
Miriam Allott. London: Routledge, 1959. 
Tu Shen .~. Tan Shi m~ (Stories of the Bookworml. Rare Copies of the 
Chinese Popular Fietions No. 1. 3 vols. Taipei: Taiyi ehubanshe, 1976. 
Walton, Kendall L. Mimesis as Make-Be1ieve. On the Foundations of the 
Representational Arts. Cambridge: Harvard UF, 1990. 
Wang Guowei. Wenxue Xianyan )<:~J'J" -a- ("Small Talks on titerature"). 
The Source Book of Three Kingdoms. Ed. Zhu Yixuan *-Z:. Tianjing: 
Baihua wenyi ehubanshe, 1983. 521. 
Wang ti .:E1J, (ed). Gudan Hanyu o~~~! (Classical Chinese). 4 vols. 
Beijing: Zhonghua shuju, 1962-1964. 
Hanyu YuIa Shi ~~~a!i*.5t!. (A History of the Chinese Granunar). 
326 
Wangli Wenji E:iJ~. (The Works of Wang LiL 11 vols. linan: 
Shandong jiaoyu chubanshe, 1990. 1-488. 
Wang Qi 3::*. Baishi Huibian a.5t!~. (Collected Unofficial Historical 
Writings). VoL 3 of 4 vols. Taipei: Xinxing shuju, 1969. 164-165. 
Watt, Ian. Tbe Rise of the Novel. Studies in Defoe. Richardson and Fielding. 
London: Chatto, 1957. 
Watts, Cedric. The Deceptive Text. An Introduction to Covert Plots. Sussex: 
Harvester, 1984. 
Wei Shaochang ft~ ~ , (ed). Laocanyouji Ciliao Huibian 
~91~ücift~f4 (A Source Book on Laoean Youji_ ~91~-ac). 
Beijing: Zhonghua shuju, 1962. 
Wei Zheng .lt et. ato Sui Shu m. (Tbe History of Sui Dynasty). Vol. 4 of 6 
vols. Beij ing: Zhonghua shuj u, 1974. 
Wellek, Rene. A History of Modern Criticism: 1750-1950. Vol. 5 English 
Critidsm, 1900-1950. 6 vols. New Raven: Vale UP: 1955-1986. 
Wiesenfarth, loseph. "A Woman in The Portrait of a Lady." Tbe Henry James 
Review 7.2-3 (1986): 18-28. 
Wittgenstein, Ludwig. Philosophieal Investigations. Trans. G. E. M. Anscombe. 
2nd ed. Oxford: Basil Blackwell, 1972. 
Wu, shih-ch'ang. On The Red Chamber. A Critica! Study of Two Annotated 
Manuscripts of the XVIIth Century. Oxford: Clarendon, 1961. 
Xinxinzi ~~.:r. "Preface to Xiaoxiao Sheng's The Plum in the Golden Vase." 
In jin Ping Mei ~.. (The Plum in the Golden Vase) by Xiaoxiao 
Sheng ~~~. Taibei: Sanmin shuju, 1980. 
Xu Shen Ü,.1a Shuowen jiezi ~~.* (The Annotated Explanatory 
327 
Dictinoary of Characters). Shanghai: Shanghai gujichubanshe, 1981. 
Xun Kuang ~}5t. Xun Zi:fO=t-- (Works of Xun Kuang). Wenyuanke 
Sikuquanshu J<:$llVJllY.~. (The Complete Collection in the 
Imperial Ilbrary in Wenyuan Pavilion). Ed. Ji Yun *28~ et al .. The 
Facsimile Editioo. 1500 vols. Taibei: Shangwu yinshuguan, 1983-1986. 
695: 115-306. 
Yu Pingbo "f."r~1a (ed). Zhiyanzhai Hongloumeng ]iping 
m~~trtl."1W (Collected Commentariess on Dream of the Red 
Chamber in Zhiyan Study). The Series of the Studies in Chinese 
Classical Literature. Shanghai: Shanghai wenyi lianhe chubanshe, 
1954. 
Yu, Anthony C. "History, Fiction and the Reading of Chinese Narrative." _ 
Chinese literature: Essays, Anieles, Reviews 10 (1988): 1-19. 
Yuan Ke ltJl!'. Zhongguo Gudai Shenhua 9=rlmo~l$ms( The Mythology in 
Andent China). 2nd ed. Beijing: Shangwu yinshuguan, 1957. 
Zhang, Longxi. The Tao and the Logos. Literary Henneneutics, East and West. 
Post-Contemporary Interventioos. Durham: Duke UP, 1992. 
Zhang Xinshi (Chang Hsi-chih) ~fJj-<:: "Chang Hsin-chih on How to Read the 
Hung-lou Meng (Drearn of the Red Chamber)" Trans. and introd. by 
Andrew H. Plaks." How to Read the Chinese Novel. Ed. David L. Rolston. 
Princeton: Princeton UP, 1990. 316-340. 
Zhang Xuecheng .~!ñt. Bingchen Zhaji p;jmUi'J~c (UThe Notes in 
Bingchen"). Source Materials 00 Chinese Fiction ct=r1maJ'J,~.5t:f4. Ed. 
Kong Ungjing -R.~ijt. Rev. ed. Shanghai: Shanghai gudian wenxue 
chubanshe, 1957. 44-45. 
Zhou Yi ~&. Huangkan Shoupi Baiwen Shisajing jit'Íl'ñ..:Jt~t.á:)(+=~~ 
328 
(Texts of the Thirteen Classics with the Punctuation and Collation bv 
Huang Kan). Shanghai: Shanghai guji chubanshe, 1983. 
Zhu Yixuan, and Liu Minchen (*-~ 9 Itl.~, (ed). Sanguoyanyi Ziliao 
Huibian =1i3.WW*4tG (The Source Book on Three Kingdoms). 
Tianjing: Baihua wenyi chubanshe, 1983. 
Zhuang Zhou. Zhuangzi ]ishe rtt-=r-.q (Zhuang Zi with Collected 
Interpretations). Vol. 4 of 4 voIs. Beijing: Zhonghuan shuju, 1961. 
Xoeqin Zheng ms*i1.J 
EDUCATION 
Ph. D. May t 991. Uniuersity of IlIinois at Urbana-Champaign. 
Thesis Defense (May 1996, with distinction) 
Comparative Literature (G.P.A.: 4.892). 
329 
Vita 
A. M. (with distinction) May t 991. U of I at Urbana-Champaign. 
Comparative Literature. 
8. A. January 1982. Anhui Uniuersity ~.ftt::k.", China. 
Chinese Language & Literature. 
EXPERIENCE 
1996-1997 Research Assistant, Chinese Uterary Theory and Translation 
1995-1996 Teaching Assistant, Chinese Thought from Confucius to Mao. 
(Confucianism, Taoism, Neo-Taoism, Buddhism & Neo-Confucianism.) 
1994-1996 Teaching Assistant, Classic Masterpieces of Non-Westem Cultures. 
(Literary dassics in China, Japan, India and the Middle East.) 
1994-1996 Teaching Assistant, Modero Masterpieces of Non-Westero Cultures. 
(Modero Literatures in China, Japan, India and Middle East.) 
1994-1996 Teaching Assistant, English Composition (Composition 1I). 
1991-1995 Teaching Assistant, the Chinese Language. 
330 
1986-1989 Director, the editorial section on the academic quarterly Essays on 
Chinese Literature. and History tp *~_ .. , the Shanghai Chinese 
Classics Publishing House (.uir.*~). 
1982-1985 Editor, the Shanghai Chinese Classics Publishing House 
.uir.1if~ 
LANGUAGES 
Native fluency in Chinese (Mandarín and other two dialects). 
Near-native fluency in English. 
Strong competence in Classical Chinese. 
Reading ability in Japanese and French. 
PUBLICATIONS 
The Poetry of Li Ting and Li Yu ~)j-"='il'J (Shanghai: Guji í!r~, 
1988). 
"The Reformation of the Economy and the Rejuvenation of the 
National Culture," Sociological Investigation and Study ;fL~ 
~"~!t <luly 1985) 59-64. 
"Preface to the Spedal Issue on Zeng Guo-fan," Essays on Chinese 
Literature and History tp*~." 3 (1986) 1-2. 
A Translation of Roben Ludlum's The Boume Identity (Hefei ~~ : 
Anhui Literature and Arts Publishing House ~~ltX..", 1988). 
A Translation of Stephen Owen's Remembrances. The Experience of 
the Past in Classical Chinese Literature (Shanghai: Guji í!t~, 1990). 
